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PREFACE. 


THE  present  work  is  intended  as  a  companion  rather  than  a  sequel  to  the  author's 
"Treatise  on  Harmony." 

There  is  a  great  difference  of  opinion  in  different  countries  as  to  the  method 
and  order  in  which  Harmony,  Counterpoint,  Fugue,  Form,  and  Musical  Aesthetics 
should  be  studied.  In  Italy,  for  example,  it  has  been  (till  quite  recently)  the 
custom  to  study  Counterpoint  first,  then  Fugue,  then  Harmony;  whereas,  in  Eng- 
land, Germany,  and  France  Harmony  has  always  been  taught  before  any  other 
branch  of  the  subject.  But  upon  a  careful  consideration  of  the  whole  matter,  it 
seems  more  reasonable  to  study  Harmony  and  Counterpoint  simultaneously.  The 
principal  reasons  for  adopting  this  course  are  stated  in  the  body  of  this  work,  and 
both  the  author's  Treatises  have  been  written  with  a  view  to  this  method  of 
treatment. 

Many  persons  conceive  that  the  restrictive  rules  of  Simple  Counterpoint  are  of 
no  great  value,  inasmuch  as  they  are  never  followed  in  all  their  rigour  in  the 
works  of  our  best  composers.  But  this  opinion  arises  from  an  erroneous  idea  of 
the  object  which  these  rigorous  restrictions  are  intended  to  attain.  For  a  course 
of  Elementary  Counterpoint  is  chiefly  useful,  as  giving  facility  in  combining  many 
melodies  into  one  harmonious  whole;  as  engendering  habits  of  smooth  part-writing, 
by  successively  vanquishing  the  various  technical  difficulties  which  ever  stand  in  the 
way  ;  and  as  making  free  composition  comparatively  easy  afterwards  by  contrasting 
it  with  what  must  be  acknowledged  to  be  the  drudgery  of  the  earlier  processes. 
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By  the  careful  study  of  Restricted  Counterpoint  the  tyro  acquires  the  use  of  the 
tools  of  his  art;  and  without  such  drilling  he  will  never  have  them  well  under  his 
command.  Let  him  then  not  grudge  the  labour  he  bestows  on  such  exercises,  for 
they  will  stand  him  in  good  stead  at  a  later  period  of  his  progress  in  the  art. 

The  student  who  has  carefully  mastered  the  elements  of  Counterpoint  and 
Fugue,  at  the  same  time  studying  the  laws  of  Harmony,  is  recommended  to  follow 
up  this  course  by  carefully  setting  out  the  Organ-Fugues  of  J.  Sebastian  Bach  in 
open  score,  in  the  proper  clefs,  at  the  same  time  analysing  their  construction,  and 
noting  any  peculiarities  they  may  present.  He  will  also  find  much  benefit  from 
the  opposite  process  of  condensing  into  an  organ  arrangement  the  open  scores  of 
good  Motetts,  Anthems,  and  Madrigals,  by  the  best  masters  of  the  sixteenth  and 
seventeenth  centuries. 

He  will  still  have  to  learn  Instrumentation,  Form,  and  General  Composition, 
before  he  can  be  said  to  have  completed  his  musical  studies. 

The  present  work  does  not  pretend  to  any  great  originality  of  design.  The 
only  advantage  which  the  author  hopes  he  has  been  able  to  secure  in  it,  consists  in 
the  methodical  arrangement  of  its  various  parts,  and  the  character  of  the  Examples 
with  which  it  is  illustrated. 

Some  apology  is  due  for  the  size  of  the  volume.  It  has  indeed  swelled  to 
somewhat  larger  dimensions  than  was  originally  expected  or  intended.  But  this 
could  not  be  avoided  without  sacrificing  some  of  the  best  Examples  at  the  end  of 
the  book,  and  such  a  sacrifice  the  author  was  loth  to  make. 


March,  1869. 
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COUNTERPOINT   AND   FUGUE. 

CHAPTER   I. 

General  Observations. 

EEICHA,  in  his  excellent  "  Traits'  de  Haute  Composition  Musicale" 
(vol.  i.  p.  87),  says  : — "  Les  mots  Contrepoint  et  Harmonic  sont  syno- 
nimes."  This  statement  is  surely  incorrect ;  for  although  they  are 
correlative  terms,  yet  Harmony  and  Counterpoint  differ  completely,  as 
shall  be  soon  explained.  The  chief  difference  between  the  two  consists  in 
the  point  of  view  from  which  it  is  regarded.  When  we  look  at  a  piece 
of  harmonized  music  from  the  harmonic  point  of  view,  we  confine  our 
attention  to  the  chords  of  which  it  is  composed,  to  their  preparation, 
resolution,  and  derivation,  as  is  explained  in  our  "  Treatise  on  Harmony." 
We  look  at  each  mass  of  harmony  as  it  were  perpendicularly,  up  and 
down  the  paper,  referring  each  note  of  which  it  consists  to  its  proper 
bass.  But  when  we  look  at  a  piece  of  harmonized  music  from  the  contra- 
puntal point  of  view,  we  mostly  direct  our  attention  to  the  melodies 
'*'  B 
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of  which  each  part  should  consist,  to  their  combinations  one  with 
another,  to  their  fitness  for  singing,  and  to  their  adaptability  to  further 
contrapuntal  development.  We  look  at  these  melodies  as  it  were  hori- 
zontally, along  the  paper,  from  left  to  right ;  and  the  harmonic  deri- 
vation of  the  chords  they  may  jointly  produce  is  kept  out  of  sight. 
The  two  aspects  then  of  all  harmonized  music  are  perfectly  distinct 
and  complementary  to  each  other.  But,  on  the  other  hand,  it  is  per- 
fectly true  that  to  a  certain  extent  the  one  involves  the  other  ;  for  the 
preparation  and  resolution  of  discords  according  to  the  rules  of  harmony 
necessarily  involve  a  progression  of  the  parts,  and  thereby  form  melodies 
which  are  used  concurrently,  and  therefore  contrapuntally ;  while,  at  the 
same  time,  no  combination  of  melodies  for  contrapuntal  purposes  can 
exist  without  forming  chords  (consonant  and  dissonant),  which  chords 
necessarily  include  harmonic  considerations.  Therefore  Harmony  and 
Counterpoint  are,  in  one  sense,  intimately  connected  together. 

2.  Counterpoint  then  may  be  called  the  "  art  of  combining  melodies." 
Such,  at  least,  is  a  correct  definition  of  it  as  it  exists  in  modern  times. 
And   it  is   divided   into  two   kinds,   Simple,    and  Double.     These   must 
be   considered   in   order,  beginning  with   the   former.     Simple   Counter- 
point is  divided   into   five  species : — (1)    Note   against   note ;    (2)   Two 
notes  to  one ;    (3)   Four   notes  to   one ;    (4)    Syncopated  counterpoint ; 
(5)   Florid  counterpoint.     Of  the  subdivisions   of  Double   Counterpoint 
we  will  speak  hereafter. 

3.  The  older  writers  on  Counterpoint   imposed  very  strict  and  rigid 
rules   as  to   the   employment   of  intervals,   many   of  which   rules  were 
derived  from  the  incomplete  notions  of  harmony  which  were  prevalent 
at  that  date ;  others  had  their  origin  in  the  imperfect  scales  in  which 
ecclesiastical    melodies   had   been  composed   before    the   introduction   of 
harmony.     In  modern  music,  of  course,  most  of  these  restrictions  should 
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be  modified  or  discarded.  But  still  it  will  be  a  valuable  exercise  to 
the  student  of  counterpoint  to  subject  himself,  in  the  first  instance,  to 
some  at  least  of  these  old  rules,  as  it  will  give  him  the  habit  of 
economizing  his  resources,  and  making  the  most  of  small  materials  ; 
and  then,  when  he  comes  afterwards  to  write  in  a  freer  style,  he  will 
have  acquired  a  facility  in  the  mechanism  of  the  art  of  composition 
not  otherwise  attainable.  The  rules  in  question  will  therefore  now  be 
laid  down. 

4.  No  melody  may  proceed  by  any  of  the  following  successive  inter- 
vals— 
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third, 

diminished 
second, 

except  in  certain  cases,  when  the  major  sixth  and  augmented  fourth 
are  tolerated  ascending,  and  the  diminished  seventh  allowed  in  descending 
only. 

The  allowable  progressions  in  melodies  of  this  style,  then,  are — 


m-& 


minor        major        minor        major       perfect      perfect       minor        major 
second,      second,       third,         third,        fourth,        fifth,         sixth,       octave, 

and  these  may  all  be  used  either  ascending  or  descending. 
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The   case   in   which   the   augmented   fourth   is   tolerated    is   in   this 
progression — 
No.  1. 
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No.  3. 
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I  C/»             1 

\^         I 

<^»           I 

^^ 

P           1 

f^ 

The  case  in  which  the  ascending  major  sixth  is  tolerated  is  when  all 
the  other  notes  are  stationary,  and  the  harmony  remains  unaltered  ;  thus — 
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The  case  in  which  the  diminished  seventh  is  allowed  is  when  it  is 
in  the  minor  mode,  and  then  only  descending ;  thus — 


5.  The  reason  for  the  severity  of  these  restrictions  is,  that  counter- 
point in  this  style  is  meant  solely  for  vocal  performance,  and  therefore 
only  the  easiest  intervals  are  admitted. 

NOTE. — The  four  vocal  clefs  now  in  use,  viz.  treble,  alto,  tenor,  and  bass,  will  be 
freely  employed  in  tbis  treatise,  as  every  student  of  counterpoint  ought  to  render  himself 
thoroughly  familiar  with  them.  They  are  explained  in  the  first  chapter  of  our  "  Treatise 
on  Harmony ; "  also,  more  completely,  in  Hullah's  admirable  "  Treatise  on  the  Stave." 
It  will  be  very  serviceable  to  the  student  to  write  out  in  what  is  called  "  short  score " 
(i.  e.  two  staves,  treble  and  bass)  the  examples  in  this  treatise,  which  will  be  given  in 
"open  score"  and  in  their  proper  clefs. 


CHAPTER  II. 

Of  simple  counterpoint  of  the  first  species,  or  "note  against  note," 

in  two  parts. 

1.  THIS   is  the   most    rigorous,    difficult,    and   uninteresting    of   all 
counterpoints.     And  as  the  contrapuntal  rules  concerning  concords  and 
discords  are  observed  without  any  mitigation  in  this  most  severe  species, 
this  appears  to  be  the  proper  place  for  their  enunciation. 

2.  The  only  concords  recognized  in  strict  counterpoint  are  the  per- 
fect octave   (or  unison),  the  perfect   fifth,  the   major   and   minor   thirds, 
the  major  and  minor  sixths,  and  their  compounds. 

3.  The  discords   admitted   are   the   second,   the   seventh,  the  ninth, 
and  lastly  the  fourth,   which   in   strict  counterpoint   is   always   treated 
as  a  discord. 

The  diminished  fifth,  and  the  augmented  fourth,  can  only  be  used 
in  strict  counterpoint  as  passing  discords. 

All  these  discords  require  preparation  by  one  concord,  and  resolution 
on  another  (except  when  treated  as  passing  chords,  which  never  occur 
in  the  first  species  of  counterpoint),  as  will  be  more  fully  shewn  here- 
after. 

4.  There  are  three  kinds  of  motion : — similar,  oblique,  and  contrary. 
Similar  motion  is  when  two  parts  move  upwards  or  downwards   at  the 
same  time.     Example — 
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-O- 


-Obrnjtre  motion  is  when  one  part  moves  and  the  other  is  stationary. 
Example — 


~G>- 


-&- 


Contrary  motion  is   when   the  parts  proceed   in  opposite  directions. 
Example — 


Zu 

n 

ffn      f~3 

<^-> 

r~~} 

^-. 

n 

M-\J          2. 

^^ 

f^-\ 

Cjj^ 

Z.       1                  1 

«7 

s^\» 

B2 

^-. 

f^j 

^^-^"         r~j 

f^) 

22 

fj 

2S 

^L>                       i^^ 

V 

Of  these  the  last  is  by  far  the  best,  and  should  always  be  preferred 
where  there  is  a  choice  left. 

5.  Two  perfect  concords  of  the  same  name  must  never  succeed  each 
other  in  two-part  counterpoint.  In  other  words,  consecutive  octaves 
and  consecutive  fifths  are  strictly  forbidden.  This  rule  is  the  most 
stringent  of  all,  and  admits  of  no  relaxation,  except  that  occasionally 
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fifths  by  contrary  motion  may  perhaps  be  tolerated ;  though  octaves 
never  may,  except  in  counterpoint  of  more  than  five  parts,  of  which 
we  shall  have  to  speak  hereafter.  Examples. 


-<s>- 


Very  bad.  Very  bad.          Not  allowed  in  less     Tolerated  occasionally, 

than  six  parts.  but  very  rarely. 

The  student  should  beware,  however,  of  availing  himself  of  this 
licence  of  using  fifths  by  contrary  motion  in  the  present  species  of 
counterpoint.  The  old  writers  always  disallowed  it. 


6.  Itjs_forbidd£n  to  proceed  to  a  perfect  concord  by  similar  motion. 

•^      "~  ^^^*»^  ^         -  "'  i         .  JL  «/ 

except^  when  one  of  the  parts  moves  only  a^  semitone,  and  not  even  then 
if  hidden  consecutives  areprocTuced.  For  the  ear  or  imagination  of  the 
hearer  wUT~su]ppTy  intervening  "^otes  which  are  not  actually  sounded, 
and  may  thus  produce  the  effect  of  consecutive  octaves  or  fifths,  even 
when  not  actually  written.  These  imaginary  octaves  or  fifths  are  called 
"hidden  consecutives/'  For  example — 


655 


5     6 


When,  however,  one  of  the  parts  only  moves  a  semitone,  it  may 
happen  that  the  hidden  fifth  may  be  a  diminished  fifth,  in  which  case 
hidden  consecutives  would  not  arise ;  thus — 
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*      *      V~~" 

C-^X       ^         

rrn 

yr.*r 

£=3  

f^J 

3      4    C5      5 
* 


This  would  be  tolerated. 

But  it  is  best  to  avoid  even  this  licence  in  counterpoint  of  the  first 
species  in  two  parts. 

7.  A  long  series  of  consecutive  thirds  or  sixths  produces  a  very 
monotonous  effect.  It  is  better  not  to  have  more  than  three  in  imme- 
diate succession  ;  and  these  should  be,  if  possible,  alternately  major  and 
minor. 


8.  ^ajafi-ielations]  are  forbidden.  By  a  false  relation  is  meant  the 
simultaneous,  or  immediately  successive,  sounding  of  a  note  of  the 
same  name,  but  accidentally  altered  pitch.  Example — 

A 


=i— J  [I  J  gg 


*z 


K 


r= 


These    false   relations  are    avoided    by   altering  one    of   the    notes 
chromatically,  as  thus — 


EE 


r^  T" 

But  in  a  really  strict  piece  of  counterpoint  such  cases   will  rarely,  if 
ever,  arise. 

9.    The  augmented  fourth  or  tritone  is   an  interval  peculiarly  ab- 
horrent to  strict  counterpoint.     The  old  writers  give  a  variety  of  rules 
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for  its  avoidance,  regarding  it  in  the  light  of  a  false  relation.  It  is 
not  allowed  to  exist  between  the  upper  note  of  one  chord  and  the 
lower  note  of  the  next :  for  example,  the  following  progressions  are 
forbidden — 


10.  The  first  species  of  counterpoint  is  called  "note  against  note," 
because  every  note  of  the  "Canto  fermo"  (or  given  melody)  is  accom- 
panied by  one  note  only,  of  equal  length,  in  the  counterpoint  added 
to  it.  Usually  all  the  notes  are  semibreves.  For  example* — 

Counterpoint. 


X      Z9 

^~-^ 

«-*     cj 

•  ur^> 

frn   SC     <^> 

f"_J 

f^^J 

£~^J 

VS  1;     ' 

i 

Canto  fermo. 

-*•—  % 

-— 

^2 

CJ                           r:* 

^~, 

1  v  '•     f 

^           —  _ 

^3^ 

f^J 

—  ^-. 

^-^ 

^"  J 

^-~t 

Vta-x     V 

J 

^-^ 

6336383*0  6 

or  with  the  canto  fermo  given  in  the  upper  part,  thusf — 
Canto  fermo. 


m\  (LL 

^—  3  

(»•-) 

^—  !  

f^J 

(^—  ) 

Counterpoint. 

^ 

j-2. 

"1 

—  <s>  — 

_^_ 

—  <s»  — 

—  —  — 

*  From  Fux,  "  Gradus  ad  Parnassum,"  fol.,  Vienna,  1725,  p.  47. 


Ibid.  p.  48. 
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11.  The  first  note   of  the  counterpoint  must  be  an  octave  to,  or   in 
unison  with,   the   canto   fermo ;  or,  if  the  counterpoint  be  in  the  upper 
part,  it  may  also  begin   with  the  fifth.     In  either   case  the   concluding 
note  must  be  either  the  unison  or  the  octave.     The  last   note   but    one 
of  the  canto  fermo  should  always  be  a  whole  tone  above  the  concluding 
notes,  and  the  counterpoint  should   always  rise  to  the   final  by  a  semi- 
tone. 

12.  The   student   will   now   take   some   of  the   subjects   or   melodies 
given  at  the  end  of  this  treatise,  using  each  as  a  canto  fermo,  first  in 
the   lower,  and  then   in   the   upper   part,  and   adding   counterpoints   to 
them  according  to  the  rules  laid  down  in  this  chapter. 


c  2 


CHAPTER  III. 

Second  species.     Two  notes  to  one,  in  two  parts. 

1.  This  species   of  counterpoint  is   easier  to  manage   than   the  last. 
In  it  there  must  be  two  minims  in  each  bar,  if  the  canto  fermo  con- 
sists of  semibreves.     In  the  last  bar  alone  the  counterpoint  ends  with 
a  semibreve  also.     Every  bar   contains   two   beats,  one   down-beat,  and 
one   up-beat ;    or,   as    Cherubini    and    others   name   them,   a   strong  or 
accented  time,  and  a  weak  or  unaccented  time.     They  were  respectively 
called  "Thesis"  and  "Arsis"  by  Fux  and  the  older  contrapuntists. 

2.  The  down-beat  must  be  a  concord,  except  in  certain  cases  which 
shah1  be  explained   hereafter.     The   up-beat  may  be  either  a  concord  or 
a  discord.     If  a  discord  be  thus   placed,  it   must  be   preceded^  and  fol- 
lowed by  concords,  and  the  melody  must  not  proceed  by  a  skip.     Such 
discords  are  called  "  passing  discords."     Examples  from  Cherubini — 

Note  against  note.      Two  notes  to  one. 


S\ 

if  n         r^> 

a 

\5  .'        Q 

^^^    ^j  1     ^—  . 

x-p_% 

^—^ 

tT                                                 ^             ^         -^-            ^          -s>- 

5                   3                   543                       33                    343 

I          1 

It*          ^^ 

C3      - 

s»  «s>  — 

—  ^  — 

—  J?~}  — 

—  S*  —  ^^r~ 

<«=3  
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m 


8  5  875 


3  6  346 


-<j»- 


z 

x^-j 

fiTn       ^"-^ 

-  ^^ 

fj 

n 

r^> 

—  —  -. 

, 

r^J      ^ 

1 

1 

f^-) 

^-^ 

«-d    '^ 

s 

5 

3 

5        4 

3 

3 

3 

6 

3        4 

3        4 

6 

II  J 

r^ 

.••-3 

C^J 

**—> 

i^—> 

H      <"~^ 

r^  r^ 

F 

n 

r^j 

3.  Fux  and  others  give  a  rule  by  which  consecutive  octaves  and 
fifths  between  the  "strong  times "  may  be  saved  by  allowing  the 
counterpoint  to  skip  an  interval  greater  than  a  third,  so  as  to  come 
to  the  succeeding  concord  by  contrary  motion,  the  "  weak  time"  in 
this  case  being  also  a  concord ;  thus — 


A 

i  C=^  

r^ 

f^ 

'r^ 

n 

OB 

\               P-* 

rJ 

1 

SJ2 

i 

«7 

8                         8                         8                       85858 

M            r-~) 

—  ^^ 

tj               0 

r^i 

^—  j 

C3^ 

r^i 

i*-^ 

K 

Faulty  consecutives. 


Said  to  be  saved  by  this  rule. 


But  not  only  are  the  octaves  equally  offensive  when  thus  treated,  but 
consecutive  fifths  also  are  created  on  the  up-beats.  This  rule  is  there- 
fore a  bad  one,  and  should  be  rejected  by  the  student. 
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4.  The   false    relation  of   the    tritone,  described    in    the    preceding 
chapter,  can  be  easily  avoided  in  this  species  of  counterpoint,  thus — 


False  relation 


Another  case 


avoided  thus 


avoided  thus 


5.  The  student  is  advised  to  avoid  a  skip  of  a  minor  sixth  in  this 
species  of  counterpoint,  as  it  is  less  easy  to  sing  than  the  other  allowed 
intervals,  and  can  be  easily  got  rid  of  with  two  notes  to  one. 

6.  It  is  considered  elegant  to  put  a  minim  rest  at  the  beginning  of 
the  first  bar,  letting  the  counterpoint  commence  at  the  up-beat ;  thus — 


IC22 


£2: 


or 


h^ 

1  /    VI  j     • 

^2 

r-> 

1       r 

r 

7.  The  correct  way  of  terminating  a  counterpoint  of  this  species, 
when  in  the  upper  part  (supposing  the  canto  fermo  to~7Jairto  the 
final  regularly  by  a  whole  tone),  is  by  a  fifth  on  the  down-beat  of 
the  last  bar  but  one,  followed  by  a  major  sixth  on  the  weak  time, 
leading  thus  up  to  the  octave  of  the  final ;  thus — 


s 


and  if  the  counterpoint  Jae  on  4ke  lower  part,  it  should  properly  have 
a  fifth  on  the  down-beat  of  the  last  bar  but  one,  followed  by  a  minor 
third  on  the  weak  time;  thus — 


COUNTERPOINT  AND  FUGUE. 
8.  We  will  now  give  examples  of  this  species — 
Counterpoint. 
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8H 

i        -         h-" 

0 

n       i 

e 

<^>        ^ 

J 

rJ        c> 

f 

r^ 

J 

V 

n      ,      f                   8                 341-               63                 38                 34 
Canto  fermo. 

ID 

r^j 

^-j 

ttt    T 

*           <o 

^-^ 

f^^j 

r»   v 

j 

Counterpoint. 


f\      r^ 

r^i         f—  • 

r-2     Bf  ^ 

ff\\              ^j 

- 

P* 

^J 

»        M 

^y     ' 

1             ' 

1                 1 

6334636356                  8 

Canto  fermo. 

rz                    — 

II  i           <*"-> 

n 

f-j 

r^> 

is 

Canto  fermo. 


IM    _^_                ^— 

0  

—  S>—      — 

-T3— 

8 
Counterpoint. 

ii  i  ^_^___ 

i 

3 

6 

3 

5 

3 

4 

8              6 

Jit 

^*^  

1  

CJ  

Canto  fermo. 


32  36  36  33  5 

Counterpoint. 


\L 
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9.  Sometimes,  in  order  to  secure  a  melodious  flow  of  counterpoint, 
by  licence,  a  discord  may  be  introduced  on  the  down-beat.  In  such 
a  case,  of  course,  the  notes  on  the  adjoining  up-beats  must  be  con- 
cords ;  thus — 


fc- 





2 


This  licence,  however,  should  be  used  with  caution,  and  only  when  the 
parts  move  in  contrary  directions. 

10.  There  is  a  kind  of  counterpoint   inte  mediate  between  this  and 
the  next  species,  which  is  but  seldom  used.     In   it  every  bar  contains 
three   minims,   and   every  note   of  the   canto   fermo   is   lengthened    by 
a  dot. 

11.  In  this  variety  the  two  last   minims  are   governed  by  the  same 
laws  which  have  been   already  laid   down   in  the  case  of  two  notes  to 
one.     Examples — 

Counterpoint. 


/^       .>       _                 W^-J 

i           e 

r^   r^ 

r^    rj 

s~2            r^  \ 

Rh   *S            rJ  t7«-? 

rJ             i 

1            r    - 

F^     ' 

i      ' 

1      i 

tr                        L        o» 

Canto  fermo. 

^~^ 

ILJ     *l 

r  ^x        * 

^^ 

[H    »>          r^>    • 

C.^       • 

^L^       • 

3         6 


678  387  365 
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IZZ 


876363656870358     8 


Canto  fermo. 


f    u          ^^    • 

c=x      . 

e^j    • 

n   V 

17   2 

ii  L» 
Counterpoint. 

/•—  -> 

4O 

bf-3           -;-, 

/SY    *J                           r^i 

/^j    r^ 

r^    rj 

t~-}     ri     p^ 

r^    rj 

(*;.  .>     _     ^-j     p* 

<=>    r^ 

r^ 

p*     f 

I 

v^-  fj        g 

f^          1 

1         ' 

1       1 

6     387     568     654     678 


H 

rj  • 

m 

17 

J 

1C. 

-jS^-                          \)rz       ^ 

n\'  r^    r~"*    ri) 

r-3 

r^     r—  '     i 

[-—  '    ,--)     r^ 

Ei 

(£)'           r       p* 

P^ 

1 

1 

p* 

^ 

(D  • 

V^  >         I 

rJ 

1 

flrJ 

67866387 


7553  8 


- 
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Third  species.     Four  notes  to  one,  in  two  parts. 

1.  IN   this   species   of  counterpoint  every  bar  except  the   first   and 
the    last   must    contain   four   crotchets   against    the   semibreve   of    the 
canto  fermo. 

2.  Skips  should  be  avoided  as  much  as  possible,  especially  intervals 
greater  than  a  fifth. 

^T  3.  Every  bar  should  commence  with  a  concord.  The  three  suc- 
ceeding crotchets  may  be  alternately  consonant  and  dissonant ;  but 
every  discord  must  be  preceded  and  followed  by  a  concord,  and  no 
discord  may  be  attacked  by  a  skip.  Examples — 


X\                 i     1 

i 

fin     i 

^---. 

i        > 

2^2 

I  _J_  J  * 

5_ 

*  *  j 

f^ 

^^-^» 

23 

.-*-»                A 

zs! 

^    2 

r     P  «                     1 

Eg: 

f^j 

^^ 

+  P 

^n 

r    i*      <-3 

^^'          <O 

f^j 

r    \ 

E* 

J  

1      1                  II 

I/            2 

—  -j 

S\        m     \         m     i* 

^-—^ 

m    P    r     m 

^2 

fm    r    '      r 

P                 P 

_^,  —  ^ 

^v 

"  K 

!      1       '      1 

G^ 

X^\»                                  ^^ 

-^-^ 

<^) 

I  C>*» 

r^J 

J    2 

2^2 

KZZ          * 
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Of   4.  The   unison   is   allowed   in  this   species,  except  on  the   first  note 
of  the  bar. 

5.  Zarlino,  Fux,  and  other  old  contrapuntists  allow  a  licence  in 
this  species,  when  the  second  or  fourth  crotchet  is  dissonant,  in  which 
case  they  allow  a  concord  to  follow  by  a  skip  ;  thus — 


i 


i=E 


-£?' 


and  Fux  explains  it  by  reference  to   certain  passages  in  florid   counter- 
point of  which  it  is  a  simplification,  e.  g. — 


simplified  into 


But   Cherubini   demurs  altogether  to   the   use   of  this   licence,   and 
would  rather  write  thus— 

3=± 


m- 


J 


On  the  whole,  Cherubini's  view  seems  to  be  the  more  consistent 
and  reasonable.  The  student  is  therefore  recommended  to  avoid  such 
counterpoints  as  the  above,  although  they  have  the  sanction  of  great 
classical  composers. 

6.  To  save  consecutive  fifths  or  octaves,  more  than  two,  or  even 
three,  crotchets  are  required.  All  the  following  examples  are  faulty. 


D  2 
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J 


6785        8565 

_J 


3458        567 


3823       823 


.g^.  C> 

_J     3     4     5          8543        8328         5678        5678 
I 1  I 1 1  [ 

7.  The  interval  of  the  tritone,  or  augmented  fourth,  in  the  melody 
must  be  studiously  avoided,  and  will  not  be  made  better  even  by 
fining  it  up  with  intervening  notes,  except  when  it  forms  part  of 
a  series  of  notes,  proceeding  diatonically  through  it  and  beyond  it. 
Examples — 


y       1                1        1 

31     i 

1           1                                    1                                    1 

/L 

i 

9.      ^                         **                                                    1        i 

IT  n  *          J    + 

w.    J 

r^J*J            *^J 

Hy         m     w 

*    c 

1      |             *                   *    S            +    *    J 

1            1 

/sv 

^)*                        ^-J 

^^                                               /^^> 

^^x                   C^ 

C-^                                               ^L^ 

^~l 

Wrong. 

Wrong. 

I 

(1                              i 

1 

Jr         i*  + 

3' 

/T  i*  r  r  i*   J 

i       ,               . 

^^> 

If  n  i     ' 

1  J 

^^                                    ~-  '» 

snz  i        '    i 

"^     J  *  *  J 

C.^ 

—  <S>—               —  j^j— 

-r-^l^t^^l 

Right. 


Right. 
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8.  It  is  elegant  and  usual  to  commence  the  first  bar  with  a  crotchet 
rest,  as  in  the  last  example.     The  first  note  after  the  rest  must  always 
be  a  concord. 

9.  There   should   never   be   the   interval  of   a   seventh  between   any 
note  and   the   next   but  one  to  it.     Still  less   should  there   be   a  ninth, 
or   any  larger   interval ;   the   eighth  however,  being   a  perfect   concord, 
does  not  fall  under  this  rule.     Examples — 


f\       i  J  r  i* 

W      jfl           '           ' 

/[          r      \   J      * 

fen     X3C± 

ten     J                ' 

fen               J   * 

SEE   j 

V  D       W 

vU           '       ^ 

i/      - 

Wrong. 

8 

.1                    «    m 

t) 
Wrong. 

7 

i     i 

J 
Wrong. 

9 

f~                "~1 

0                                 1*   «          1* 

o  j      71 

V          i  m    \       r 

^  -     y    r  m\ 

h 

V              i       ^     1     r    i*  I 

/f          p 

/T         rb» 

JkJ    * 

>f           J  k-  r     ' 

KG     J 

frn          .  uw  J 

^L/»         ^ 

//T!        *  yr 

Right. 


Right. 


Right. 


10.  In  the  last  bar  but  one  the  best  plan  is  to  let  the  first  crotchet 
be  a  third.  If  the  counterpoint  is  in  the  upper  part,  it  will  ascend 
diatonically  to  the  octave ;  thus — 


And   if  the  counterpoint  is  in  the  lower  part,  it  will   fall  a  third   and 
then  rise  diatonically  to  the  octave  or  unison ;   thus — 


22 


THE  PRINCIPLES  OF  COUNTERPOINT  AND  FUGUE. 


11.  It  is  sometimes  necessary  to  allow  the  parts  to  cross.     But  this 
should  never  be  done  till  every  other   mode  of  escape  from  a  difficulty 
has  been  tried  in  vain. 

12.  The  following  examples  will  serve  as  models. 


TO~  r 

*  r   J 

j 

*                  ^       * 

r    i*  b* 

a  A     2     c 

m-L 

*        J 

jV                  2V      ^ 

I       J   r     i 

r  * 

r         -   i 

*  * 

*   1 

1 

i     ' 

tr- 

Canto  fenno.                                                    £ 

p                                                                             -                          ^-^ 

1  1 

f  ^J 

--~, 

r    ( 

i         ^"^> 

•  *—  *^ 

f~^ 

-fc»_L 

j 

i 


^ 


I 


Canto  fermo. 


r^r 

i                  r^J 

^2 

n    t 

P 

ro 

II                                    '           '                               /it 

r                      •      ' 

m 

u                r 

L                J 

n   f 

•  r     i         J 

m        \     m     P 

r     m             * 

"i*   J        J 

2*                 -      ^ 

E=l 

J   * 

9        \     *     \ 

r    *   * 

r   *  *  * 

*      f 

i^ 


s 


CHAPTER  V. 


Of  the  fourth  species.     Syncopated  counterpoint,  in  two  parts. 

1.  THIS  species  admits  only  of  minims,  and  a  concluding  semibreve. 

2.  A  semibreve  is  said  to  be  syncopated  when  it  is  struck  on  the 
up-beat,  and  continued  over  the  down-beat  of  the  next  bar;   thus— 


or,  as  it  is  now  usually  written — 


yri          f 

i        _          r^\ 

22 

1               >  —  ^^  

^^              2 

tr\\    \ 

X 

,f~J 

3.  In  the  last  example  there  were  no  discords.  Nor  must  they 
ever  occur  on  the  up-beat ;  but  on  the  down-beat  they  are  permitted, 
provided  they  are  prepared  and  resolved  according  to  the  rules  of 
harmony  which  refer  to  suspensions.  See  "  Treatise  on  Harmony," 
Chapter  VIII.  Example— 

-^L-J^ 


7676767643 
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4.  Always  let  the  dissonant  note  be  heard  as  a  concord  in  the  pre- 
ceding chord.     This  is  called  preparing  it. 

5.  Always    resolve   the    dissonant  note   by   letting   it   descend   one 
degree  to  the  succeeding  concord. 

6.  The  resolution   of  one  dissonance  may  serve   as   the   preparation 
for  the  next.     See  last  example. 

7.  By  leaving  out  the  dissonances,  the  derivation  of  them   will   be 
made  clear;   thus — 


1        _                 '  — 

—  -                          C-^s^_ 

,^^~^            f  L>\. 

,rJ         ^ 

c^i 

J 

Let  us  take  this  example,  and  leave   out  the  dissonances,  when  it  will 
become — 


o               ' 

]/ 

r~j 

---. 

/f     T 

5        _ 

^—  ^ 

r~^j 

^~~. 

^^ 

rn\  v 

^-^ 

8.  If  we  resolve  a  \seriesi  of  seconds   by  the   unison,   or   of  ninths 
by  the  octave,  we  shall  produce  hidden  unisons  or  octaves. 


will  produce,  when  analysed — 


*     — 


COUNTERPOINT  AND  FUGUE. 
And  in  the  same  way  the  following  succession- 
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f   (*      trs 

^2 

^-^ 

P3 

/r->    /^> 

<~~* 

f~^j 

n  *  J       in 

f--) 

*--*^ 

^-^ 

f    ; 

-f       & 

jr"^      •*•"> 

/»—  i 

p* 

-  E: 

E*  r^ 

f  j  -^  —  * 

^^c^ 

i  .  1  1 

* 

n.f—  ' 

&  rj 

r^    1 

1  v—  ''     '  ^/l     f  —  '    t"""  £^    Q  " 

i     ^1 

ivhen  analysed,  is  resolved  into  consecutive  fifths 

^j          ^—  > 

;   thus— 

^—  > 

n 

s 

\L    (  *        G> 

^^ 

^^-j 

f~^j 

^^ 

.^3 

n  v-^  <^- 

^2. 

<C3  

*~* 

c?- 

All  counterpoint  of  this  species  should  be  tested  in  this  way. 

9.  The    dissonances  of  the  fojirth^_ajad--Jiintli- should  be   avoided  as 
much  as  possible,  when  writing  in  no  more  than  two  parts.     When  the 
counterpoint   is  in  the   upper  part,  the  best  dissonance  is  the  seventh  ; 
and  when  it  is  in  the  lower  part,  the  best  dissonance  is  the  second. 

10.  Every  bar   ought   to  be   syncopated  whenever   it  can   be   done 
without   either   going   beyond   the   limits   of   the   voice,   or   leading   to 
frequent  repetition  of  the  same  phrases,  or  involving  liability  to  contra- 
puntal  errors   of  a  graver   kind.     Whenever   such  difficulties   arise,  the 
syncopation  may  be  interrupted  for  two  minims,  but  never  more. 

11.  It   is   usual   and   elegant  to   begin   the   first  bar  with  a  minim 
rest,  followed  by  a  perfect  concord  at  the  up-beat. 

12.  In  the  last  bar   but  one,  if  the   counterpoint  is   in   the   upper 
part,  the   syncopation   ofjthe  seventh   should   be  invariably  used ;   and 
that  of  the  seeojuir  if  the  counterpoint  is  in  the  lower  part :   thus— 


r^H±^ 


676 


or 


E 


I 


r 


3  2 


^ 
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13.  The  following  examples*  are  intended  as  models 


Canto  fermo. 


6  7676 


/                fv 

"^       ! 

M- 

e       JITJ- 

frn     n 

3 

I 

BE           i 

1 

1  1   1                     r  .V 

r^ 

<*-~> 

It 

f^j 

Irf 

if  7 

" 

ll(*                                                        67676768 

Canto  fermo. 


pizz 

*             rL> 

K3 

n  ^ 

L/ 

rc» 
II 

^—  ^                                                                                               x^ 

H 

f"    J                             _^r—^     * 

^      .^r-  ^                                              X"^ 

^\               e 

n  ^ 

i        ^ 

p>         rj 

r^ 

17  I 

j                         i 

\ 

1 

3  23  23  63 


r 

Cgf 

rj 

h 

1 

|[7 

1 

,*—)         ii 

r^ 

r^>      ^> 

—  ^. 

IF* 

r^ 

rj» 

P> 

r3        r^ 

<*^>         1 

IPM 

f           1 

I 

1 

-Ht— 

i 

1 

—  i  -1  

\ 

2353232323 

/ 
*  From  Fux,  "  Gradus  ad  Pamassum,"  p.  74. 
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14.  There    is   a   variety  of  this   species   sometimes   used,   in   which 

three  minims   are  placed  in  every  bar,  against  one  dotted  semibreve  in 

the   canto    fermo.     Of  this  an    example    or    two    will   be   a    sufficient 
explanation. 


A    •!    - 

r^ 

E      0 

1       ' 

ifn    *J             ^ 

' 

i-d 

rd         J 

vu    £ 

O       jp-J 

Canto  fermo. 

-•—  « 

II  i     •? 

r^>       • 

<—  ^          • 

M    .5           r^     • 

r^>     • 

n    Q 

6  763433  766 


gE^ir  r  rif^^^g^ 


*s 


76 

Canto  fermo. 


6  7 


4H—  j-j 

r~_j     • 

<—  .  ^       • 

r^>    • 

ii  / 

nc* 
1  1 

^^.                        x-                                                          ^~ 

H    r, 

r^ 

B        /-D 

j-!D 

r^    r^ 

U    .' 

i    _ 

r^    ^D 

/-->    r->    £•* 

P*    r^>       1 

'    r 

&_5 

' 

1               S 

P 

rJ 

.CJ       ,  .     '    . 

Z2I 


2         3 


23-23-          23- 
E  2 


CHAPTER  VI. 

Of  the  fifth  species,  or  florid  counterpoint,  in  two  parts. 

1.  THIS  species  comprises  all  the  other  kinds  of  simple  counterpoint 
combined,  or  rather  used   alternately,  together  with  certain  ornamental 
variations   (or  "diminutions,"  as  they  are  sometimes   called),  added  for 
the   sake   of    elegance,   to    which  the   name    "  Florid   Counterpoint"   is 
attributable. 

2.  The   first   bar   should   begin   with   a  minim   rest,    or   sometimes 
a  crotchet  rest,  followed  by  a  concord. 

3.  The  last  bar  but  one  should  be   formed  as  in  the   fourth  species, 
described  in  the  last  chapter. 

4.  Two   quavers  in   one  bar,  together  with  dotted  semibreves  and 
minims,  are  admitted  by  way  of  elegance  and  variety. 

(a)  In  case  of  syncopations,  in  the  following  manners — 
No.  I. — SIMPLE  FORM.  Variation  1.  Variation  2. 


Xl        ft          •           f^J             ?~J 

i^~~J            ~      C2 

*  *     rt 

rJ        ^   J     n> 

ffn  ^J 

^--^ 

\ 

ml                             f~\                               f~J                                   ^—\                               C^                                   .^~~>                                C_^ 
^•^                              C_^                                                                         C_-^                                                                         C.^ 

Variation  3. 

y 

J           i 

737       -         CZZJ 

*    *    \      r? 

BE 

9  +      E£ 
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No.  II. — SIMPLE  FOEM.        Variation  1.  Variation  2.  Variation  3. 


-  JTJjJll- Jp^- JTJjJl 

—TJ—         f^  n     \ c—          —n      I       ^~ 


Variation  4.                         Vai 

n             !^  '          ' 

iation 

X*^    ^*s 

5.                           Variation  6. 

Pi       1                       l^^l     ^       i 

y    -    «-d 

m      i 

•"          J^" 

^ 

*  J 

-      r~i 

4 

rJ 

9    f^j 

+  S  J   f  J 

rrh 

J 

(/3)  Quavers  should  never  be  admitted  in  the  first  or  third 
quarter  of  a  bar,  but  only  in  the  unaccented  portions ; 
thus — 


No.  1. 


No.  2. 


No.  3. 


£ 


1 


In  the  last  example  four  quavers  are  introduced.     This  is, 
however,  by  no  means  recommended  as  a  frequent  practice. 

(7)    Quavers    should  never    move    by    a    skip,   but    always    dia- 
tonicaUy,  as  in  the  preceding  examples. 

5.  The   following   examples   of  florid  counterpoint   altered  from  Fux 
may  serve  as  models — 


Vi        / 

i        K               I 

J                1         1 

*h*  J 

1                      f~"^^ 

3_ 

fen  ^ 

v                         r^^y 

* 

^            '  J 

1 

!           —          4^ 

9              : 

Canto  fermo. 

•*—  » 

r^j 

^^-^ 

H    f 

>            r^ 

C-»* 

^^j 

h  A 

j 
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Canto  fermo. 


H=Zi          ^J 

SIX  ' 

[7 

lit 

u             ^ 

-^ 

^  ^ 

M 

r^ 

Q 

.«        1        ro        A 

U 

/¥      -         1 

i            «    ? 

*      r             r^      r    i*  « 

m    m               m     m    \ 

n 

I   y                          I 

i       r  r 

*              r  r 

1      r       *    r 

i 

L^ 

I      I               i      ' 

1  1        ^->        i 

s                ^^» 

•Q 

r 

U 

U-                         ' 

re 

^_^ 

-     rs/""s> 

•    -        f--)x    ^-              x" 

—  ^. 

• 

P            ^*       P 

r                r 

r  i*   r^    r       r^ 

""-^       +fj-n              ^V 

H 

\      m 

1          ' 

Li               «    i  - 

**r^ 

r 

SZZIZ2          '     r      1 

6.  Before  proceeding  any  further,  the  student  is  advised  to  write 
counterpoints  of  each  species,  adhering  strictly  to  all  the  rules,  and 
taking  for  his  subjects  any  of  those  which  are  appended  to  this 
treatise. 


CHAPTER  VII. 


First  species.     Note  against  note,  in  three  parts. 

1.  ALL  the  rules  which  have   been  given  for   two-part  counterpoint, 
apply  equally  to  the  present  kind,  except  where  otherwise  specified. 

2.  As  far  as   possible  every  bar  should  contain  complete   harmony, 
i.  e.   a  major   or  minor  triad,   or   its  first  inversion.     See  "  Treatise  on 
Harmony,"  Chapter  III. 

3.  If  the  canto  fermo  is  in  one  of  the  upper   parts,  the  rule  about 
hidden  octaves   (Chapter  II,   sect.    6)   is   so   far   relaxed   that   the   bass 
may  descend  to  the  final  by  a  skip  in  similar  motion  ;   thus  — 

Canto  Fermo. 


But  this  license  should  only  be  used  when  absolutely  unavoidable. 

4.  In  the  second  and  third  bar  of  the  foregoing  example  the  chord 
is  incomplete  ;  but  it  is  a  case  in  which  this  is  tolerated  in  order  to 
secure  a  melodious  inner  part,  which  could  not  otherwise  be  obtained. 


32 


THE   PE1NCIPLES   OF 


In  three-part  counterpoint  skips  are  always  to  be   avoided,  unless  abso- 
lutely necessary. 

5.  The  old   contrapuntists   generally  avoided   the   third  in  the  final 
chord ;    or  if  they   used   it   at  all,  they   always   made   it  major.     This 
major  third,  if  thus  introduced   into   the   minor   mode,   was   called   the 
"  Tierce  de  Picardie."     To  modern  ears  a  concluding  chord  composed  of 
octaves   and  fifths,   without   any   third,    sounds   harsh   and   crude.      In 
three-part   counterpoints,   therefore,   the   following   positions   are    to   be 

•I  O  Q  Q  •  >  •»  C  f> 

preferred    (the   third    being    always   made   major}:—      8138186- 
These  are  placed  in  the  order  of  merit. 

6.  The   third    and   sixth   ought  never  to  be  doubled,  i.e.  neither  of 
A     them   must  be   heard   simultaneously  in  two  parts.     This   rule   may  be 

relaxed,  however,  in  case  of  emergency. 

7.  In  this  species  of  counterpoint  neither  of  the  upper  parts  may  be 
-fy  at  the  distance  of  a  fourth  or  an  eleventh  from  the  bass  part.     But  the 

C  ft  f  Q 

interval  between  the  two  upper  parts  may  be  a  fourth,  e.g.  ja  or  J5 

^      8.  The  last  bar  but  one  must  always  contain  a  complete  chord. 

9.  Never  allow  a  part   to  be   stationary  on   one  note  for  more  than 
three  bars  at  most. 

10.  We  now  subjoin  examples  to  serve  as  models. 
Canto  fermo. 


H    ( 

*     n 

r^ 

f~^j 

H  * 

j 

|7 

re 

M 

H 

f~*i 

^_j 

•HV^~~> 

c-J      I 

&-L 

i 

f^j 

8^- 

17  -V 

f^t 

0 

; 

1 

x"-> 

/i^V 

m.^'*  £ 

5      ^ 

{-*^j 

^*~2 

iSZ:     \ 

j      *-~* 

r~j 

21 
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SEE 

i 



^ 

fj 

c=^  — 

BZ2 

r?. 

t 

v-  \)     '        r~j 

i 

1 

tT~ 

Canto  fermo. 

^I>               ^—1 

II    i 

f  ^ 

—  ^ 

^~^ 

f^J 

f"^ 

,*^—  > 

C  -( 

^    r^i 

c^ 

^u 

f^J 

[I  7 

in 

' 

H 

r»  r 

i 

—  .  —  . 

JO~t 

j 

C^J 

-    .. 

121 

C  43 

CT 

c=x 

r~^ 

W<*~~i 

f^ 

h  A  / 

fr^^ 

N.B. 


N.B.    N.B. 


J2Q= 


Canto  fermo. 


^== 


I 


-<s>- 


-«s>- 


These  examples  are  from  Fux.  A  third  has,  however,  been  inserted 
in  the  concluding  chord  of  the  last,  in  accordance  with  modern  practice. 
Fux  made  his  tenor  end  on  the  fifth. 

It  will  also  be  observed  that  in  bars  5  and  10  of  the  last  example 
a  chord  of  the  major  sixth  and  minor  third  has  been  introduced  by  Fux. 
This  may  always  be  done  under  similar  circumstances. 


CHAPTER  VIII. 

Second  species.     Two  notes  to  one,  in  three  parts. 

1.  THE  old  contrapuntists  laid  it  down  that  it  is  allowable  to  save 
consecutive  fifths  by  introducing  contrary  motion  in  the  inner  part ; 
thus — • 


i 


-F— — — O- 


-<S>- 


But  the  student  is  strongly  advised  not-tcr  avail  himself  of  so  question- 
able a  licence. 

2.  The   two   minims    must   be    placed   exclusively   in   one    and   the 
same   part  throughout   a   piece,  and  the   other  two  parts  must   contain 
nothing  but  semibreves. 

3.  The   third    may    be    doubled   on    the    up-beat,   but    not   on   the 
T    down-beat,  except  in  cases  of  absolute  necessity. 
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4.  The   unison   should   be   avoided   generally  on  the   down-beat,  but 
is   allowed   on   the   up-beat.     It   is    of  course  allowed  also   in   the  first 
and  last  bars. 

5.  A   syncopation   is   allowed   in   the    last  bar   but  one,   as   in  the 
fourth  species.     Examples- 


No.  I. 
Canto  fermo. 

.^—i 

1  1 

fj 

-*^> 

H     ( 

i              rL? 

f^j 

B—  i 

B 

1  u 

II 

H 

^^  ^-^ 

*        . 

^-~. 

r^ 

r^       /=3         r-> 

rj      r^ 

I?  ^ 

y                            ^—  i 

r^ 

F-*         r          <^ 

\ 

1             !                1 

1           ' 

Zj5jj 

f^j 

V^-{ 

•                   ^^~~> 

_^B—  » 

^^ 

£2 

-&- 


~rzr 


l 


~r3~ 


i 


e 


-•s^- 


F  2 
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No.  II. 


§"     / 

i 

J               1*"^ 

f^j 

rd 

\  1 

5                  1 

r'V           ^-"^ 

•                ^-> 

«? 

f*          r 

i 

1                   ;                1 

Canto  fermo. 

*~\ 

liu                                         ^ 

-^-v 

r    d*            ^ 

G8£ 

^^J 

&ISD 

17                                  ' 

1 

it,   - 

/^\. 

n 

(C^'  ^ 

*                     ^D 

^--^ 

f^ 

^^-^     V 

^/                     ^^^ 

^^ 

8^2 

Fir  i!r 


P- 


i 


-€>- 


-G>- 


No.  III. 


& 


Canto  fermo. 


1 


g 
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r^j 

BtS 

ea 

^^ 

u. 

V  X 

C-^                       |              ^/^*1> 

9} 

LJ            ^ 

f^J 

^^ 

H 

^-*J 

(r^) 

n 

17 

H 

. 

rD       r^ 

r^ 

r^j            Wf^~l 

n           \ 

n        i         i 

rJ 

E* 

i 

i*f-^ 

U  -  - 

_/=d  — 

i            ' 

No.  IV. 


X-^y-f 

*  -                                       --           I                G 

P«  h— 

h^^     - 

1  \~\ 

.....     ^j 

!               *-- 

J                                                                                                                                                                                                         <^ 

iy 

H                   <r>           i        '-«rj 

S  r 

* 

2 

IZ  ^ 

7 

•1C.                                                I 

1 

Canto  fermo. 

/'Jx.                                                                    |                        ^,  , 

f^j 

1  ^/.     f 

*  -          r~>                           Si 

^^ 

^^"     V 

-/         « 

3 


s 


^± 


z± 


Z2I 


6.  It  will  be  unnecessary  to  give  rules  or  examples  of  counterpoint 
in  triple  time.  The  student  will  be  able  to  understand  it  by  comparing 
what  has  been  said  about  it  in  Chapter  III  with  the  rules  contained 
in  this  chapter. 


CHAPTER   IX. 

Third  species.     Four  notes  to  one,  in  three  parts. 

1.  WHERE  possible,  let  every  bar  commence  with  a  complete  chord. 
If  not,  let  the  complete  chord  be  introduced  at  the  third  crotchet. 
The  only  cases  in  which  a  complete  chord  cannot  be  introduced  at 
either  beat,  are  when  a  complete  chord  would  produce  consecutive 
octaves  or  fifths,  or  when  a  transient  dissonance  (or  passing  discord) 
is  employed.  But  such  cases  should  be  carefully  avoided  in  general. 

2.  No    syncopation   is   allowed    in   this    species   in   the   last   bar  but 
one.     The  following  are  the  best  ways  of  concluding — 
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3.  The  following  examples  are  intended  as  models. 
No.  I. 
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No.  II. 
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No.  III. 


Canto  fermo. 


COUNTERPOINT  AND  FUGUE. 


41 
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No.  IV. 
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4.  After  taking  the  various  given  subjects  at  the  end  of  this 
volume,  and  treating  them  according  to  the  above  models,  the  student 
will  next  combine  the  second  and  third  species  of  counterpoint,  treating 
each  according  to  their  respective  rules.  An  example  is  subjoined — 
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CHAPTER  X. 

Of  the  fourth  species.     Syncopated  counterpoint,  in  three  parts. 

1.  As  far  as  regards  the   canto   fermo  and  the  syncopated  part,  the 
same  rules  apply  here  as  in  the  fourth  species  in  two  parts. 

2.  The  third  part,  which   consists   of  semibreves,  must   always  form 
concords   both   with   the   canto   fermo    and   with   the   resolutions  of  the 
syncopations.     Thus,  if  the  syncopations  are  removed,  there  will  remain 
regular  counterpoint   in  three   parts  of  the  first  species.     For  example, 
take  the  following — 
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If  we  remove  the  syncopations,  it  will  stand  thus- 

G  2 
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-G>- 


e 


3.  By  a  similar  test,  we  can  guard  against  hidden  fifths  or  octaves 
by  consecution.  For,  by  removing  the  syncopations,  they  cease  to  be 
hidden,  and  are  instantly  detected.  Let  us  take  two  progressions  by  syn- 
copation, and  analyze  them  in  this  way ;  the  result  will  be  instructive. 
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where   we   resolve   the   counterpoint   into   a   sequence   of  sixths.     Such 
a  series  may  be  tedious,  but  it  is  not  absolutely  incorrect. 
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where  we  find  a  most  objectionable  series  of  consecutive  fifths  pro- 
duced. These  were  hidden,  but  not  destroyed  by  the  syncopations ; 
therefore  such  a  series  is  utterly  inadmissible. 

The  student  is  recommended  to  test  all  his  syncopated  counterpoint 
in  the  same  way. 

NOTE. — All  the  best  writers  and  composers  of  the  sixteenth  and  seventeenth  centuries 
were  accustomed  occasionally  to  save  consecutive  fifths  by  means  of  suspension,  as  in  the 
last  example  ;  but  it  seems  such  an  unaccountable  licence,  and  so  inconsistent  with  the 
severity  of  this  style  of  composition,  that  Cherubini  is  quite  justified  in  protesting  against  it, 
and  in  warning  the  student  against  its  employment. 
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4.  In  this  species  all  the  dissonances  may  be  used,  viz.  the  second, 
the  fourth,  the  seventh,  and  the  ninth. 

i.  The  dissonance  of  the  second  can  only  be  used  in  the  bass.  It 
should  be  accompanied  either  by  the  perfect  fifth,  or  the  perfect 
fourth. 

ii.  The  dissonance  of  the  fourth  should  be  always  accompanied  by 
the  fifth,  and  resolved  on  the  third.  It  can  only  occur  in  one 
of  the  upper  parts. 

iii.  The  dissonance  of  the  seventh  should  be  accompanied  by  the 
third,  and  resolved  upon  the  sixth.  It  can  only  occur  in  one 
of  the  upper  parts. 

iv.  The  dissonance  of  the  ninth  should  be  accompanied  by  the  third, 
and  resolved  on  the  octave.  It  can  only  occur  in  one  of  the 
upper  parts. 

5.  Where  possible,  every  bar  should  contain  a  syncopation;  but 
when  such  cannot  be  the  case,  the  syncopation  may  be  omitted  for 
one  or  two  notes,  or  a  rest  may  be  interposed. 

6.  When  the  bass  remains  stationary  on  one  note  for  several  bars, 
it  is  allowable  to  resolve  one  dissonance  on  another.  This  should  not 
be  done  unless  the  bass  sustains  one  note  for  at  least  two  bars.  A  sta- 
tionary bass  of  this  kind  is  called  a  Pedal.  It  it  always  necessary  that 
the  first  of  a  series  of  discords  introduced  on  a  pedal  should  be  pre- 
pared by  a  concord,  and  that  the  last  of  the  series  should  be  resolved 
on  a  concord.  The  intermediate  discords  may  be  prepared  and  resolved 
on  one  another,  provided  only  that  they  are  resolved  by  descending 
one  degree.  Examples — 
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No.  I. 
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7.  It  will  be  observed,  on  examining  the  above  examples,  that  while 
the   bass   is   stationary,   the   part   next  above   it    is   always   in   strictly 
regular  counterpoint  to  the  uppermost  one.     It  would  appear,  as  it  were, 
to  usurp  the  office  of  the  bass,  so  far,  while  the  bass  is  in  chains. 

8.  In  the  last  bar  but  one  it  is  desirable  to  introduce  the  dissonance 
of  the   seventh,  when  the  canto   fermo  is   in  the   lowest  part;   that  of 
the  fourth,  when   the   canto   fermo   is  in  the   middle   or  in   the   upper 
part ;   and  that  of  the  second,  when  the  syncopations  are  in  the  bass. 
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9.  The  following  examples  are  given  as  models 
No.  I. 
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10.  The  student  will  not  require  any  examples  of  syncopated  counter- 
point in  triple  time,  as  its  rules  are  the  same. 

11.  After  having  carefully  added  counterpoints  of  this  species  to  the 
subjects  given   at  the   end   of  the   volume,  according  to  the   rules  laid 
down   in  this   chapter,  the  student  will  do  well   to   combine  the  fourth 
species,   first   with   the    second,   and  then   with   the   third,   putting   the 
canto  fermo  in  the  different  parts  alternately. 


CHAPTER   XI. 

Of  the  fifth  species.     Florid  counterpoint,  in  three  parts. 

1.  LITTLE   need  be   said   of   this  species,   as  it  is  merely  a  com- 
bination of  the  four  others ;  and  the  variations  and  ornaments  of  which 
it  admits  have  been  sufficiently  described  in  Chapter  VI. 

2.  It  will  suffice  then  to  give  some  examples  from  Fux. 
No.  I. 
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No.  II. 
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At  the  places  marked  N.B.  Fux  has  made  use  of  certain  licences 
in  the  "hiding  of  consecutives/'  which  we  do  not  advise  the  student 
to  imitate. 

3.  After  adding  florid  counterpoints  to  the  subjects  given  hereafter, 
the  student  will  find  it  interesting  to  combine  this  species  with  the 
second  (or  two  notes  to  one) ;  and  also,  finally,  to  write  each  part  in 
florid  counterpoint  where  the  canto  fermo  is  not  placed ;  thus — 
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CHAPTER  XII. 

Of  the  first,  second,  and  third  species  of  counterpoint,  in  four  parts. 

1.  In   four-part   counterpoint  the  severity  of  some   of  the  foregoing 
rules   is   necessarily  relaxed,   on   account  of  the  necessary   doubling    of 
intervals,  and  consequent  awkwardness  of  progressions. 

2.  The   triad  consists   of  only   three   sounds.     In   four-part   writing 
one   of  these   must  be  doubled.     It   is  better   to   double^  the   octave  or 
the  minor  third  than   the  fifth,  the   major  third,  or  the  u»isoiir~  If  we 
are "^rcedr~tb""u8e~an~  Incomplete  chord,  it   is  evident  that   two   notes 
must  be   simultaneously  doubled.     This   should  be   avoided  as  much  as 
possible.     We   should  also   avoid   doubling   the  sixth,  unless  it  is   abso- 
lutely necessary. 

tj"  " 

3.  The   parts   should   be  kept,  as   far   as   may   be,  equidistant;   and 

manyjsuccessive  thirds— between  the  two  lower  parts  should  be  avoided. 
The  parts  may  occ^sionaJly^^crpss  one  another,  to  escape  a  difficulty. 
Consecutive  fifths,  by  contrary  motion,  are  allowed  between  the  three 
upper  parts,  but  not  in  the  bass.  It  is  also  allowable  to  proceed  to 
a  perfect  concord  by  similar  motion,  except  between  the-extreme  parts, 
where  it  is  generally  forbidden. 

NOTE. — In  the  case  of  the  two  last  chords  the  extreme  parts  sometimes  are  forced 
to  proceed  to  an  octave  by  similar  motion ;  but  this  licence  should  never  be  admitted 
until  every  means  to  avoid  it  has  been  tried  in  vain. 

4.  It  is  however  forbidden  to  approach  a  unison  by  similar  motion. 
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5.  No  dissonance  should  ever  be  resolved  by  crossing  another  part. 
Examples — 
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6.  It   is   recommended   that   the   first   chord   should   be  a  complete 
common  chord,  though  cases  sometimes  occur  where  this  is  impossible. 

7.  The  foregoing  observations,  together  with  the  rules  already  given 
in   relation   to  counterpoint   in   two   and  three  parts,   will  be   sufficient 
to   guide   the  student  in  the  compositions  of  counterpoints  of  the  first, 
second,   and   third   species.     It  will  now   be   enough  to   give   him  some 
models  of  each  kind.* 

No.  1.  FIRST  SPECIES. 
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*  These  Examples  are  modified  from  those  in  Fux. 
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SECOND  SPECIES. 


No.  I. 
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No.  III. 
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THIRD  SPECIES. 


No.  I. 
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8.  After  exercising  himself  diligently  in  these  various  four-part 
counterpoints,  the  student  may  combine  the  three  species  in  the  dif- 
ferent parts.  For  instance,  he  may  place  his  canto  fermo  in  the  bass, 
his  first  species  in  the  tenor,  his  second  species  in  the  alto,  and  his 
third  species  in  the  treble.  Or  he  may  adopt  any  other  arrangement 
of  the  parts,  such,  e.g.,  as  this  from  Cherubim : — 
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CHAPTER  XIII. 
fourth  and  fifth  species  of  counterpoint,  in  four  parts. 

1.  A.  FEW  additional  rules  and  cautions  are   required  in   treating  of 
the  fourth  species  of  counterpoint  in  four  parts.     All  the  rules  for  this 
species  in  fewer  parts   remain   in  force,  except   in   certain   cases,  which 
will  be  noticed  as  they  arise. 

2.  The  student   is   advised   to   make  every  chord  complete,  whether 
the  syncopated  note  be  consonant  or  dissonant. 

3.  The   following  examples   of   the  ways  of   employing  dissonances 
are  taken  from  Cherubini. 


No.  1.                       No.  2.                       No.  3.                       No.  4. 
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No.  5.  No.  6.  No.  7.  No.  8. 
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Of  these,  Nos.  1  and  2  give  the  use  of  the  dissonance  of  the  fourth, 
3  and  4  that  of  the  seventh,  5  and  6  that  of  the  ninth,  7  and  8  that 
of  the  second. 

4.  If  we  test  the   above  examples  by  omitting  the   syncopations,  as 
recommended  in   Chapter  "K.  3,  we   shall   find  that  in   all  of  them  the 
chords  are  complete. 

5.  It  is   allowed  sometimes  to   put  two  minims  instead  of  a  semi- 
breve    in    the    accompanying    parts,   so    that    the   dissonance    may    be 
resolved  on  a  different   chord ;    by  this  means  great  variety  of  effect  is 
obtained.     The  annexed  examples  are  from  Cherubini. 
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TREATMENT  OF  THE  FOURTH. 
No.  1.  No.  2. 
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No.  2.         No.  3. 
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In  Nos.  5,  6,  and  7  the  dominant  or  fundamental  seventh  is,  as  it 
were,  accidentally  produced,  and  treated  as  an  ordinary  dissonance. 


No.  1. 


TREATMENT  OP  THE  NINTH. 

No.  2.  No.  3. 
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TREATMENT  OF  THE  SECOND. 

No.  2.  No.  3.  No.  4. 
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In  Nos.  4  and  5  the  third  inversion  of  the  dominant  seventli  is 
accidentally  produced,  and  treated  as  an  ordinary  dissonance. 

On  testing  the  above  examples  by  removing  the  syncopations,  it  is 
observable  that  although  many  of  them  come  out  correctly,  there  are 
others  which  will  not  bear  the  test.  These  last  have  been  marked 
with  an  asterisk,  and  the  student  is  advised  not  to  adopt  them  except 
as  a  rare  exception. 

6.  The  use  of  the  pedal,  especially  towards  a  close,  is  often  very 
desirable.  (See  Chapter  X.  6.)  Palestrina  often  used  the  dissonance 
of  the  fourth  without  preparation  on  a  pedal,  as  in  the  following 
examples — 
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7.  The  diminished  fifth  is  allowed  in  this  species,  when  it  is  joined 
with  the  sixth  in  the  first  inversion  of  the  chord  of  the  dominant 
seventh.  See  "Treatise  on  Harmony,"  Chapter  III.  4.)  It  should  be 
prepared  by  a  sixth,  with  an  ascending  bass ;  thus— 


and  may  be  introduced  into  any  of  the  upper  parts. 

8.  Some  examples,    chiefly  from   Fux   and   Cherubim,    will   now   be 
given  as  models. 
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No.  III. 
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9.  The  next  example  is  a  combination  of  three  species — 
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10.  There  are  no  special  rules  for  florid  counterpoint  in  four  parts. 
A  few  examples,  therefore,  will  suffice  to  shew  the  student  how  he 
should  proceed.* 
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it,         J 

I 

1  1 

M 

^a 

R         « 

j-P_~i 

,•^-1 

f*-~i 

P         S 

•ft^D 

ro 

J/--1' 

zs 

<o 

l^'          ^tj 

,^--> 

j*~} 

V^x          o 

rj 

«   These  examples  are  slightly  altered  from  Fux. 
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THE  PRINCIPLES  OF 


No.  II. 


afc 


-<s>- 


i 


3 — no  i  f-p 
r  i  i  ' 


1 


Canto  fermo. 


-£<s>- 


-<s»- 


-s>- 


i 


-S>- 


-O- 


£ 


r>  .  ^ 


-<^- 


^ 


^z 


-<s»- 


1 
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No.  III. 


3 


5 


:F=f=F 


Canto  fermo. 


Z£2I 


-<S>- 


i 


r  r  j 


i 


M 
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THE  PRINCIPLES   OF 


No.  IV. 


m 


-&- 


Canto  fermo. 


-s>- 


R 


mv+  :r~ 


teE 


^y^^-^^ 


-<^- 
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11.  Florid  counterpoint  may  be  combined  with  any  of  the  preceding 
species.  Or  it  may  be  itself  introduced  in  two  parts,  or  in  three. 
Of  this  last  method  the  following  is  an  example"5'  — 


XL    f  * 

H" 

r^         e 

i*  r 

f(\\  \  j      rJ 

f 

i    r      i 

1 

v  \) 

1            ' 

i    ' 

JH 

J 

r^                              ^>                                     ^     ^ 

i  i 

Er^ 

(TTJ 

C    (*       - 

r^J 

f 

i        r^ 

i^>        i 

Ft  ^j 

1 

i 

17 

1 

i 

1C. 

ij 

•                  > 

H    ^ 

r~  j 

jp~^ 

i 

• 

n  f  ? 

jj 

^~~ 

\^                                \ 

j      j  j 

v<''LJ 

IZ 

\                        1 

1                                 ^-> 

w  * 

1 

' 

X^N.            . 

f~^j 

!€/•      /"    d                             f-\ 

22 

—  -^ 

^—  ^  V  >/             ^**^ 

~j. 

i       r^ 

r->          i 

r?rd 

F-* 

1        J 

fen 

f 

i          rj( 

7C*'   •        *  J 

rj 

_y- 

I 

i 

1 

nn 

u 

i*         r^ 

•    rf             ^~i 

r 

<^>  •      *  r 

2 

\^ 

r-> 

^J>       ^i*^*^i 

^_J 

U 

\ 

p      1 

1                     1 

jf^--^ 

17 

BE 

1 

' 

1 

1         i 

re 

•*** 

s 

Ikv 

i         A 

^J> 

•^>        i 

i 

•M      } 

»-        J  '  r 

J"p 

S         J 

c?      1 

1  »^ 

1 

i    ^  ^ 

1         *   \ 

w 

j(2i 

1 

1  1  C* 

^        i 

\ 

i 

^-^- 

y^N»                       ^—  . 

^~^ 

^—  » 

i  Cx»                 ^-^ 

^*J 

f^^J 

^^-j 

^^^-^ 

^^ 

*  From  Cherubini. 
M  2 


CHAPTER  XIV. 

Of  counterpoint  in  more  than  four  parts. 

1.  WHEN   we  write  in  more  than  four  parts,   all  the  rules  already 
given  remain  unaltered,  except  in   the  particulars   which  will  hereafter 
be  specified :   the  chief  peculiarity  being  the  relaxation  of  the  stringency 
of  the  rules  as  the  number  of  parts  increases. 

2.  A   great  deal   of  music   appears   to   be  in   many   parts,  while  it 
really  does  not  exceed  four,  or  even  three.     Of  such  music   this  is  not 
the  place  to  treat.     We  shall  only  speak  at  present  of  counterpoint  in 
more  than  four  real  parts,  i.e.  "parts  which  proceed  together,  and  yet 
have  each  a  different  melody." 

3.  When   the  number   of  parts   exceeds  five,  unisons   may  be   used 
(though   of  course   not   consecutively).     Consecutive   fifths   by   contrary 
motion  are   also   allowed,  even  between  the   extreme  parts.     Two  fifths 
may  also  be  sometimes,  though  rarely,  used  in  similar  motion,  provided 
the  latter  of  the  two  be  a  diminished  fifth. 

4.  If  in  florid  counterpoint  in  more  than  four  parts   rests  are  intro- 
duced, so  as  to  reduce  the  number  of  parts  in  simultaneous  movement 
to   four,  three,  or   two,  then  the   rules   which  govern   counterpoints  of 
four,  three,  or  two  parts   come   into   force  in  all  their  rigour,  until  the 
additional  parts  recommence  their  action. 
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5.  The  student  will  find  it  a  very  useful  exercise  to  set  the  various 
subjects  given  at  the  end  of  this  treatise  in  five  part  counterpoint  in 
all  the  different  species.  It  will  be  sufficient  to  give  two  examples  as 
models,  one  of  the  first  species,  and  the  other  florid. 


No.  I. 


I 


_C2_ 


3 


-&- 


Canto  fermo. 


m 


In  this  example  none  of  the  relaxations  above  specified  have  been 
admitted,  and  it  will  be  good  practice  for  the  student  to  begin  in  this 
severe  style. 
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THE  PRINCIPLES  OF 


No.  II. 


A       i 

j               ^ 

E 

^ 

p  r  P  *  j 

^O 

rrn  I 

y 

2 

p  * 

W    *   r  ^i 

V  \) 

kj   i 

J 

D 

, 

i 

y_L    f 

I 

1      1 

J 

f/\\  \ 

y                          ^"^ 

^^J 

^      1 

j      *  * 

1         <^ 

V1  \) 

ZZKHS 

rJ        ^ 

1         ^ 

v 

•^_                                      __/ 

J-                       ^ 

If  1                               ^"^ 

^»                              A 

-^                 \ 

i 

1  IJ        ^ 

» 

f  ^J 

r     i*    «  P  r 

r 

«    P    r  - 

Uss    V 

p  r 

l      J 

*   * 

i  ~7 

U^1 

1      ! 

x  s 

§f^  J 

jg^      ^ 

«  p     — 

P   ^ 

f 

*                 - 

\     P   m     P 

r 

<*^»         1       r 

f^^J 

J 

^                                         1 

i    LI    r  i 

1       ' 

1 

s 

Canto  fermo. 

/iv 

^—~. 

f^^J 

iC/»  f 

*          r~> 

2U 

f^^J 

^-^ 

v»*^  v 

^~* 

>n    r    j       e 

r  r  -  * 

I     «    1 

rlh*  r^ 

e  on 

nTi         * 

I 

r 

p     1 

1    Li 

3 

BE  '             ' 

1     L 

•J     1 

1 

•^J 

1        l 

1 

I/ 

^^ 

rj> 

r            i     i 

Cl)           rj 

<rJ 

l       i           I 

^~~\ 

L*. 

1 

a  z 

•ffr^  . 

*y                               v^                  _^ 

r^              -P^^            <T3                                          <o 

IM       r^    •           ^ 

r"  — 

<~-~> 

i 

H                        r  i* 

P 

1 

r       '    r 

r^> 

n     1                 L 

J 

1 

17                    ^J 

1 

1 

ro 

U                            ^>  i*       —  ' 

H           ft*  i*  r  i 

•           ^F~^*  ^ 

rt    m  P*r         LJ 

i  wr 

r^  •      J 

4Q 

|7   r  LJ     ' 

Lj 

* 

n 

i 

f^  ^  

a 

<s>  — 

V^  

—&- 
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In  the  foregoing  example  advantage  has  been  taken  of  various 
relaxations  of  rule,  which  the  student  will  detect  for  himself. 

6.  We  will  now  give  two  examples  from  Cherubini,  on  the  same 
canto  fermo,  in  six  parts.  The  first  note  against  note,  and  the  second 
in  florid  counterpoint. 

No,  I. 


-<s>- 


-«^- 


f  ( 

« 

f^j 

<—  * 

f^j 

h  ^ 

& 


Canto  fermo. 


m 


-&- 


-&- 


In  the  following  example  the  canto  fermo  is  transposed. 
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THE  PRINCIPLES   OF 


No.  II. 

Canto  fermo. 

(/ 

\       f^ 

f^i 

^ 

XL.  t 

i 

f*^J 

x^-> 

f^} 

(^j 

/»—  i 

(ft) 

n 

1 

\J 

i 

\    i 

i 

1       i           1 

XL    t 

4        ™ 

^ 

J         1 

i 

(M) 

j 

—  ^-. 

^^3 

r~j 

m.  J 

j 

r^j 

<^4Jo     '^ 

^—  > 

r^ 

f^J 

*  *  - 

f^^j* 

^         ^ 

M 

«  P  r 

^-> 

—  —  .. 

^-j 

2       ™ 

• 

J 

-  r-> 

i*  r  r 

\       E* 

f^^j 

K                p-^ 

P 

R    V 

j 

[ 

r   i 

I 

1 

17 

L_ 

1 

1 

1                  !                   J 

1C* 

i  j 

__ 

___ 

w 

M 

—  —. 

-— 

1  ^f1^:  —  > 

n  T 

i      • 

• 

•• 

.^—  ^ 

^-j 

*-—  ^ 

|l^^    (T^> 

—  --j 

C"-^       1  'r'^^^ 

F7  3 

j 

*--^ 

^-^ 

C3P 

1                      1 

i  if 

^-^              ^ 

.^—  >                                                             rI3      tIJ                              ^—  ,                 x»—  « 

ILJ 

f--' 

"•  1*  — 

^^-»  ^^ 

ni 

E.  ^  * 

LM    Z 

*             " 

- 

i  r  i* 

p*  i 

x^J 

n 

1 

—  .  -^ 

r  r 

t 

II  7   v 

7 

i 

]      1 

-  p 

^2« 

1 

r 

1  1  Lf 

1  i 

T 

^—i 

/^\* 

1 

^r—*. 

«  i*  r*^ 

i 

iC/»  y 

v__™ 

1       J  J 

f^^J 

V^J    «   1* 

_.         i 

^~~\* 

• 

rf 

r^i                   1 

^^-^  \ 

/     • 

J  J^* 

f  r 

-P-- 

1     ' 

7.  In  counterpoint  in  seven  or  eight  parts,  the  two  lowest  parts 
are  allowed  to  skip  from  the  unison  to  the  octave,  or  vice  versa ; 
thus — 
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8.  A  peculiar  licence  with  respect  to  dissonances  is  also  allowed  in 
writing  in  seven  or  eight  parts.  In  certain  cases  one  part  may  sound 
the  note  on  which  the  dissonance  should  be  resolved,  while  another 
part  is  still  holding  on  the  dissonance.  But  this  anticipation  of  the 
resolution  can  only  take  place  by  a  transient  crossing,  as  it  were,  of 
the  two  parts  involved,  of  which  we  will  now  give  some  examples. 


No.  1. 


No.  2, 


No.  3. 


s       <^ 

.     ^ 

2    •• 

^-^ 

•—  *"      ?^j 

ffh  '      f-j 

,—  -> 

rJ  .     + 

r^j 

<^--i 

EC 

i           g> 

1                    P'                  £-, 

t/ 

/^-> 

^T 

1 

/*^> 

§r"«*^  * 

r^  * 

rj 

^-)          j 

f          jjji_ 

2 

1 

1              | 

\ 

1 

1 

•   - 

-^ 

,            1 

JJJJ 

m     »        '"""'      1 

Irj 

r^       <^r> 

1          J 

V  * 

,»-->    •      9 

P 

1               i 

<--3     »       * 

EZ 

1 

. 

1               1 

^r-. 

f^ 

1 

1                            1 

1U.   J__J 

^ 

1 

r^ 

fA 

r^ 

•M                 _-^ 

P               =? 

,          ° 

1  1  /          n^     *       ^ 

K 

C-^ 

rJ  <TJ 

^        '  r 

^> 

1  .     1 

1 

/5^*              i^D 

\ 

IC/.            f--' 

r^> 

r->           \ 

^2 

r^i 

N 
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THE   PRINCIPLES   OF 
No.  4.                                               No.  5. 

n                  ,       i     i     1    J                     .       i     i       ! 

w     * 

1                i 

J      W        C2 

Xl               J               « 

2      ^ 

J             J 

#      * 

fA\      f  -)   •      ^^ 

^--. 

« 

i>  E 

5? 

..P      *         ^, 

if     v                            i  i    r 

II                      C^l 

—  -j 

f^j 

1*0                   1 

H 

^—  ^ 

v~^'                   1 

K 

17 

1 

re 

—-        -^     i 

-0- 

u             £-!       —              ' 

H            <^ 

r^              r-i 

f~Jf~J 

K              r-D 

17 

f^j 

^^ 

1  C 

If*                          f~^J 

\f^ 

22C2 

r^J 

,  N 

/iV                 <*^> 

! 

1  Cx»                       ^-^ 

^^^ 

f^j 

^2         ^"^ 

It  is  important  that  these  very  discordant  notes  should  be  placed 
in  different  octaves,  so  that  the  discord  shall  be  at  the  distance  of 
a  seventh  or  a  ninth.  And  this  combination  should  never  be  allowed 
when  writing  for  less  than  seven  parts. 

9.  Sometimes  in  the  old  composers  a  very  curious  combination  is 
found  of  the  fourth  and  minor  third,  the  fourth  being  afterwards 
resolved  on  a  major  third,  thus  producing  a  kind  of  false  relation. 
This  is  peculiarly  prevalent  among  the  old  madrigalian  composers,  and 
also  in  the  English  school  of  ecclesiastical  music  of  the  seventeenth 
century.  It  is  mentioned  here,  because  it  is  more  or  less  analogous 
to  the  kind  of  discord  which  has  been  last  described.  The  following 
specimen  is  from  an  anthem  by  Orlando  Gibbons— "  Hosanna  to  the 
Son  of  David." 
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N.B. 


/r 

1                         i                         i 

F->       i*    r       r^ 

n 

irn 

|            1 

1      i                1              r^ 

C_ 

v  c     rJ 

J 

rd                          J 

J            1          ' 

i 

*J                -&- 

5* 

-N 

c^         cJ         c> 

v_ 

!?  * 

f          \ 

i      1         i 

iii 

yr              r^i 

*       ^ 

br^ 

j 

fn)    r^     ' 

I      r     A 

J    m        v*^> 

n      ,-J     w   J       i 

1            • 

s   -    * 

3 

^-             c; 
NB 

X* 

"N 

i 

u 

i      1                  1      i 

P*             /-D 

X^~l 

— 

J    m       IU                  1       i 

n 

1 

W    *            J"*    W 

1 

|7 

rJ 

*                   ^    '        9    *     J 

rp 

cJ 

111 

/••-} 

r     i*          « 

rj       <^^ 

IpJ                  •" 

r^ 

i*    r 

I              f—  '                 r^ 

LM 

1      1      1 

1 

1  / 

1      ' 

U                       i 

1 

H 

I 

i 

] 

n       -         rd 

J      ! 

1 

i       1       1 

I  /                  c-'  ~ 

*    2 

^            £-> 

1                   J              <^> 

n 

1  u. 

« 

'    ^ 

J    ** 

i 

v  — 

^ 

»    * 

f»\'                        1 

I 

i 

i     i 

L^' 

i 

52                   J 

t"j 

^j 

1          "^ 

rJ 

rJ    •      ^ 

,^~3 

1 

K 

K 

c                  c      _  ft 

d>                          cy 

K 

This  is  a  model  which  should  not  be  followed,  unless  with  the  special 
intention  of  imitating  closely  the  style  of  that  particular  period. 

10.  There  are  two  ways  of  writing  in  seven  or  eight  parts.  The 
first  is  by  arranging  the  voices  in  score  in  their  order  of  acuteness, 
and  treating  the  whole  as  one  choir,  exactly  as  we  have  hitherto  done 
when  writing  for  fewer  parts.  The  second  is  by  dividing  the  parts 
into  two  choirs,  each  of  four  parts,  and  scoring  for  them  in  this 
order — 

N    2 
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THE   PRINCIPLES   OF 


PRIMO  CORO 


T  Soprano  "] 
]  Alto 
I  Tenore 
^  Basso      J 


or 


C  Treble 

J   Counter  Tenor  . 
|  Tenor 


FIRST  CHOIR 


SECONDO  CORO 


Soprano "") 
Alto 
Tenore 
Basso 


or 


Treble 
Counter  Tenor 
Tenor 
Bass 


SECOND  CHOIR. 


If  the  music  is  only  in  seven  parts,  the  basses  will  generally  be  in 
unison  all  through.  If  it  is  in  eight  parts,  the  basses  will  be  distinct. 
Occasionally,  however,  in  seven  parts,  some  other  voices  are  in  unison 
instead  of  the  basses.  In  any  case  the  two  choirs  should  be  made  to 
sing  alternately  and  responsively,  in  four-part  counterpoint,  every  now 
and  then  uniting  in  a  burst  of  seven  or  eight-part  harmony,  by  way 
of  contrast.  The  effect  of  this  arrangement  is  often  sublime. 


11.  In  writing  for  two  choirs,  it  is  always  desirable  to  make  the 
harmony  of  each  choir  complete ;  for  the  two  are  usually  placed  at 
some  distance  from  each  other,  and  some  of  the  audience  must  of 
necessity  be  so  near  to  one  choir  as  to  hear  the  harmony  it  produces 
almost  to  the  exclusion  of  that  produced  by  the  other  choir.  To 
accomplish  this  without  falling  into  danger  of  forbidden  consecutives  is 
the  chief  difficulty  of  this  species  of  counterpoint.  At  the  end  of  the 
volume  some  specimens  will  be  given.  It  will  suffice  for  the  present 
to  give  an  example  of  counterpoint  in  seven  parts  on  a  canto  fermo. 
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Canto  fermo. 


XI     f 

* 

m*.\ 

j    f^j 

r~^j 

—  o  — 

r~^) 

<=3  

<Ti  

.  4t^^»--. 

r~j 

IE 


-G>- 


6 


-<S>- 


-S> — r- <^ 


-S>- 


-<S- 


^ 


il 


1 


-/S>- 


^21 


:?2" 


It  will  be  observed  that  the  skip  of  a  major  sixth  is  here  admitted. 
This  may  be  done  freely  in  writing  for  so  many  parts.  The  student 
will  do  well  to  write  counterpoints  of  the  first  and  fifth  species,  in  six, 
seven,  and  eight  parts,  to  each  of  the  subjects  given  for  that  purpose 
at  the  end  of  this  treatise. 


CHAPTER  XV. 

Of  Imitation. 

1.  BEFORE  proceeding  to   speak  of  double   counterpoint,  it   will  be 
necessary   to   discuss   the   subject   of  Imitation,   which    may   be    looked 
upon   as   a   corollary   to    simple    counterpoint,   and   an    introduction   to 
double  counterpoint  and  fugue. 

2.  Imitation  is   a  musical   artifice,  by  which  the   same  melody   or 
phrase  is  successively  introduced  into  the  different  voice-parts,  according 
to  certain  rules,  derived  from  those  which  govern  florid  counterpoint. 

EXAMPLE,  IN  TWO  PARTS. 


JC       *'                   j 

W     J  W  P  W 

i*  W     •  W   i* 

! 

lYT)       .1      rd    *      r  ^    • 

*  «r  * 

1     anzatj 

v  y      SI      o 

i 

1     1                     1 

rJ      * 

-T 

^     .         *    ~    «  -P~«     -     -^-P-*    -    *  -P- 

r^  •      f  —  ' 

Er                  r 

i               r 

I  C^«  if   \)                      ua 

I' 

1     1          1     ' 

^*-"'         /I 

i             ' 

/i       I*  r 

P    J     1 

J 

i 

»ri     I 

P 

• 

^~—\           *                           ^**~            * 

J—  ^ 

i 

! 

HE            ' 

1           2 

C--^ 

*"    4 

F    J 

.    . 

:            J 

Q      .       T    ..-  f~-    P    1*"  •« 

-f^- 

"--, 
—  i-P—  «- 

•^—  —  - 

£J           * 

^ 

—  i 

r(j)I  j|  —  (^  — 

-f- 

~\  — 

-zr±  —  i  —  i  —  F: 

nP- 

~r^  —  

~^~r 

-f- 

r     i  ~F^ 

SC2 

1 

i 

i 

r  i  r 
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X\               i 

1 

1 

r 

j  «  * 

r 

c 

j»     r1 

i*    A 

frn       ' 

c 

^- 

j            r 

1 

c 

SEE 

1       l 

1 

3 

~& 

^     ^ 

(C 

2 

e 

-^^t 

^     « 

-rf- 

/<iY  T? 

1 

• 

i 

1 

r^ 

2 

c 

i 

l^^°  if 

1 

r 

f 

1 

1 

^^—  ^ 

xu    *  *  j  *  i*  r 

i*  «  j    i 

•j 

//1s)    j    ^  *  P  r 

rd              r     *    J 

^~ 

snz     i                   i     l 

S?                           * 

^—^ 

"T"  (•   « 

/^N»    jJl      1 

Ei     r        i     i 

r^. 

_    P   — 

IT-*  • 

4^^*  34* 

i         i     i     ' 

^_ 

—    r 

^^»^ 

\               i 

On  examining  this  example,  it  will  be  seen  that  every  bar  in  the 
upper  part  is  exactly  repeated,  at  the  distance  of  an  octave,  and  one 
bar  later,  by  the  lower  part.  Thus  each  bar  becomes,  in  its  turn, 
a  counterpoint  to  the  succeeding  one.  When  an  imitation  is  carried 
out  rigidly  and  exactly,  as  in  this  case,  it  is  called  a  Canon.  Thus 
the  foregoing  specimen  would  be  denominated  "  a  canon  two  in  one 
at  the  octave  below."  But  imitations  need  not  always  be  canonical. 
In  the  next  example  sometimes  the  upper  and  sometimes  the  lower 
part  leads  the  imitation,  and  slight  variations  of  intervals,  &c.,  are 
admitted. 
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EXAMPLE  FROM  CHERUBINL 


antecedent 


con- 


£ 


5 


ante  -  cedent 


consequent 


sequent     

antecedent     .     .     .    | 

[/                   ^          ^"^ 

—  --. 

i      i      i 

v^       —  —  ..     ^^   ^ 

P^ 

9    t 

»                 J  m 

r^           i 

g/\^\     |-^ 

f 

'    *   J  *  * 

f 

H2    1        1     ' 

\ 

1           ^J 

f^^J 

^ 

j/           —  --,                                          1                   1 

I'll 

Vi         n^^       ^*     ^              I               1 

| 

1  •     s      M 

J     1     J  J 

r^ 

If'1    1        l     r     r^     i*^ 

—  --, 

*3        M 

* 

*^   m   * 

laz   '      i    1             c? 

tt"J 

^—•^ 

.     Si     "^^ 

a    i 

1 

•   •  I 

(     consequent     .     .      .  j 

3.  The    leading   part   is   called   the   antecedent,   the    following   part 
the  consequent. 

4.  Imitations    may   be    at    any   interval.     In    both    the    preceding 
examples   the   notes   proposed   by   the   antecedent   are   repeated   exactly 
by  the  consequent  in  the  unison  or  octave.     Thus  the  intervals  between 
the  notes  remain  unchanged  by  the  imitation.     When  such  is  the  case, 
the  imitation  is  said  to  be  strict,  or  regular.     And  the  same   strictness 
of  imitation    can  be    attained   also    when   it   is    taken   at   the  fifth   or 
fourth. 


,' 


COUNTERPOINT  AND   FUGUE. 

EXAMPLES  OF  IMITATIONS  AT  THE  FOURTH  AND  FIFTH. 

No.  I.— At  the  fifth  below. 
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/r   /> 

i           r^     F- 

enn     S^ZICE           j  J     «^ 

ifn  "  J    rd 

i              ' 

i           SHE-J        rd     * 

SSE 

1         ' 

1            |               |            |       1           0 

t/ 

ii  i 

f  ^j     ^  f 

p*       r^       ,*--,     m  p                 i 

H  C*       " 

(~2 

1                                  1                                                       /-D 

2                 1         ' 

1         1                1             s 

II  / 

No.  II.  —  At  the  fourth  above. 

-P-              --^    «       _ 

ii  i 

1        r-3    r 

Er"^       ^J       t^i     i*  T 

IH  (*       • 

j±3                         |                    I 

F^      f                r^J 

F-*                     1          ' 

1                                           |                     0 

||  / 

i  [ 

1                                J 

n 

-p-           *  n    ^ 

b* 

n    i*  r     f 

r^    i-^>  i           »  0        \                 <T> 

n  F5      J 

p3    r         i 

F^  \  r^   r             *  p 

17  ^  <^J 

i              r          '      "    r 

i  o 

1    _  i  i      '                ii 

No.  III.  —  At  the  fourth  below. 

W 

, 

rn 

^L     f  ^ 

i       i 

r^.                             i                   m       P 

mf\\       ^    ^              1 

i            J     <H         i 

\^i        \                  \     m  * 

\\  \)                             \ 

^     *     °             A 

1O^\J* 

LJ 

*                             *    * 

H 

i      1         « 

i            C-*                                      m                         \ 

EEZZi 

-                       J    i*     r 

1                  m      P      r      P  m      _1      4 

17  ^ 

*     * 

\                                                 r      *      * 

1  G 

1       ' 

1         '        LJ 

Coda. 

I/           -*_^ 

.            i 

i                        n 

^^             f—  «^ 

«K   5^                           i 

i                  1 

ffn 

r  * 

ill              1     m     J                      1 

vp      ' 

'                         *      W 

*     +           *r.        \\ 

8- 

*      -s^-       *-+-+* 

-  ^  l»f 

'-*£.  1  £3f_j? 

a»  -f  —                                       —  f  ^  

~r-&^ 

-f-r  —  ^  -    -r- 

)8 
i  i 

THE  PRINCIPLES   OF 
No.  IV.  —  At  the  fifth  above. 

M 

L                                                                         1             1                      J 

»       r  -^                      « 

1 

R  ( 

*               -                 J     J    i*     r 

i                m      P      v      P  m 

J 

17  l 

"                         ^    *   r 

'                 r        i                r  r 

*      * 

it. 

I     ' 

1                -^ 

1 

i                            m 

*    -r- 

s^\  . 

i                  m      r^ 

m                                          i*  r 

r 

*             W      i*      r         i             «     i* 

>        f*  *   j    v   i*  rj 

i      ' 

^^••^       V 

'•    +      *              \          \ 

r     *      9            !^ 

1         '                              1 

WJ                      ' 

11 

-«•    -f-     -p-       -f-tl- 

Coda. 

i 

H 

i*  r  T        '          r   r 

*                     i     rrj 

^-~. 

n  ? 

i 

"   i       i*     «             n             i* 

^-—^ 

17  i 

tg».                          ' 

r       *                     i 

it.  i 

1       1                     1              1 

-P-       i*-b*    - 

ZE 

r    « 

1                                     ^     ^ 

re* 

1      r     i^    i* 

J           r-1        1*    J                 1 

V—' 

D           5Z                *  * 

f^j 

In  each  of  these  examples  accidentals  have  been  introduced  in  order 
to  render  the  imitation  strict  as  to  intervals  ;  sometimes  a  few  notes, 
not  in  imitation,  are  added  at  the  end,  in  order  to  make  a  proper 
cadence  in  the  key.  Such  an  ending  is  called  the  Coda. 


5.  When  the  imitation  is  at  the  second,  third,  sixth,  or  seventh, 
above  or  below,  or  at  any  compounds  of  these  intervals,  such  as  the 
ninth,  tenth,  thirteenth  or  fourteenth,  it  becomes  impossible  to  follow 
exactly  all  the  intervals  proposed,  as  too  many  accidentals  would  be 
required  to  make  a  tolerable  harmony.  We  are  then  at  liberty  to  alter 
major  into  minor  intervals,  and  minor  into  major,  so  as  to  keep  the 
antecedent  and  consequent  in  the  same  key.  The  imitation  is  then 
said  to  be  Free,  or  Irregular. 


COUNTERPOINT  AND  FUGUE. 

EXAMPLES  FROM  SALA.* 
No.  I. — At  the  second  above. 
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* 

~ 

r^ 

I                                   S        POttl 

*) 

^» 

G 

)    <0 

—  -^           ^^                      >«. 

\t 

"j>    rj»  ^, 

r^    r  ^  £^3                        ii   ji 

yrT      f 

r"rL? 

t*'^ 

-^-J 

r^      <^    rj  ^2    H^ 

f(\\    \ 

J 

^-^ 

1        1 

|                                           pP     -H-* 

v1  1/ 

1                1     ! 

No.  II.—  At 

the  seventh  below. 
>     <o  ^           ^^                      -. 

>j 

rJ 

r"^       .^^-i 

h— 

r^j      r^i  ^-j              '     '                    ,,      ,, 

xf    / 

? 

r^ 

r^i 

-_ 

1 

(M) 

s^ 

1 

f        r^^1  ""^^^ 

1                   I      ! 

^^^ 

s~- 

s 

r 

M 

f~^j 

r^ 

I—"      r^?        r^  .^-, 

t?T 

f  —  ^ 

F~~J     ^-~. 

1                                 F->     r^»        ||O|( 

H  ^ 

J 

ES 

1 

T7 

PC 

No.  III.  —  At  the  third  above. 

^. 

f 

^                                                                      | 

^  —  >  • 

• 

BE 

\ 

J 

j**— 

r"^ 

1 

75" 

, 

1 

( 

I 

_^^-^ 

i 

MM 

\ 

J 

^-J 

•     «? 

QJ                                 —  --^ 

V5  |y 

c^ 

^-^ 

r~~j            *~~^          -^^      fu          *~-~i 

c 

X-^^x 

*          " 

I/    *** 

I 

1 

f^^ 

rj 

^^^-^ 

^-^ 

yi 

a 

SP 

\          F   f 

vT1 

p> 

^^-^ 

1 

^^ 

i                  |           |                                                              jpr*-^n 

/y  tf 

^ 

s> 

-—»v 

^.^ 

V    if 

1     , 

/r 

f~  ^J 

r^ 

^^^.^ 

^r-~ 

J 

V(\\ 

2J 

^        <f     * 

*  Regole  del  Contrappunto  pratico,  di  Nicola  Sala.     Napolitano.     3  vols.  fol.     Naples,  1794. 

O  2 
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No.  IV. — At  the  sixth  above. 


>r  '/u  •— 

ssp  n  \\    r  rj 

r  Q 

r^'i*   o 

ra 

n\\  Ip           f^ 

I              ' 

1 

i 

1 

M\)    ' 

1        ' 

1 

1     i 

j 

«/ 

,*^3 

i  i  i                      f"^  •  ^ 

&5B       r^    '       r 

r^     —  2Ji 

rD    f^°* 

F=2J1 

,  ,-p-j  . 

r  Za  f^>         ' 

r^~                  S    i 

r 

r 

c^—  i 

H  —  ^i 

K  \\i  °   \ 

1     i 

1 

1 

6.  The  next  kind  of  imitation  which  comes  before  us  is  that  by 
contrary  motion.  In  this  species  the  consequent  exactly  reverses  every 
movement  of  the  antecedent.  If  the  antecedent  has  risen  a  minor 
third,  the  consequent  must  fall  a  minor  third.  If  the  antecedent  has 
fallen  a  major  second,  the  consequent  must  rise  a  major  second,  and 
so  forth.  Thus  the  whole  melody  is  inverted,  and  great  variety  of 
effect  introduced. 

T.N  In  order  to  know  what  each  note  of  the  scale  will  become  when 
thus  treated,  it  is  usual  to  construct  a  table,  after  the  following  fashion, 
in  which  the  notes  of  antecedent  and  consequent  are  placed  under  each 
other — 


/\           <^i 

ffn 

f^j 

86422468 

y 

f^ 

fclv- 

x*"a  — 

fij 

12345678 

Here  the  figures  above  and  below  give  the  degrees  of  the  scale,  while 
those  between  the  staves  give  the  intervals  between  the  two  sets  of 
notes.  The  semitones  are  marked  with  a  slur. 


COUNTERPOINT  AND    FUGUE. 
For  example,  if  this  were  the  proposed  antecedent — 
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the  consequent  would  be  as  follows — 


8.  The   two   next  examples,  in  the  major   and  minor  modes,  formed 
on  the  above  system,  are  from  Cherubim. 


No.  I. 


XL  t 

Eiezis   j      j  * 

r->  *  j        rj 

T-*   ^i^~~t         .M.J     ^  j 

r  •*     <*~^        f~~J 

ffn  I 

r^   *  J  * 

*  /-J 

f-** 

v  \) 

• 

» 

III 

1 

y 

Coda, 

n 

y 

XL  f 

*              • 

,      , 

I         1              I 

ffh  * 

i       i    !  J    1    i 

I         1            _ 

No.  II. 


XL  t 

d       r  (•  j  ,*  ri 

«     r 

•^>  •     r  m 

^--^ 

ffn  ^ 

*  r 

p  i 

^---^         £^j 

i^y                         " 

i      i 

k 

A                                                                                                          — 

Coda. 

m 

] 

i       i 

>T  / 

i            i 

m  i*  11*  J  J 

i 

1 

j 

r~^ 

EEf             ** 

1        r  J 

rJ«^     r^ 

9.    Sometimes   it  is  desirable    to    employ  the    following    table    for 
contrary  movement,  with  a  view  to  varietv  of  efiect — 
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2C                               i                      >                   n/           ->       r*                              ' 

ffh         i                                          rd        r^ 

^J     "     J        C2 

^         i                    ^^            F*  ~J             ^~~\ 

i 

A                                     ES       r^       <D 

i 

/n^                   N.      1                                  P        rJ 

*-^                                  I           i 

and  the  following  example  from  Cherubim  is  constructed  in  this  manner — 


x\    / 

*   r^    *  r 

1          1 

j  WP  j  ^^ 

N-^                 ^^                    ^^^ 

Qnni 

ffn  ^ 

r        rd 

*     * 

I                                                         .^*^ 

rJ     g    rJ 

M     i 

Coda. 

<^>    P-1 

"  r^   i^ 

«       Pi 

p  P  —    p 

/^\. 

^^ 

r   « 

'              i   p  r 

EI        r^1 

i 

1  C^-  /^ 

t          ^ 

r 
1 

Mi' 

V^l 

J 

r           P^  \ 

nrJ 

It  is  hardly  necessary  to  observe  that  the  consequent  is  here  placed 
an  octave  lower  than  the  above  scheme  indicates,  but  that  this  trans- 
position makes  no  difference  to  the  counterpoint. 

10.  The  strictest  kind  of  imitation  by  contrary  motion  is  when  the 
semitones  are  so  placed  as  to  correspond  exactly  in  the  antecedent 
and  consequent.  To  obtain  this  result  the  two  following  schemes  are 
used — 

No.  I. — For  the  major  mode. 


-<s>- 


-o- 


E 


-SH 


-<s>- 


COUNTERPOINT  AND  FUGUE. 
No.  II. — For  the  minor  mode. 
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^-j 

22 

*—  " 

Ifc*               f~-  1 

^^j 

^-^ 

II  u 

^  — 
—- 

^ 
>v 

II           c*> 

22 

—  -^ 

1 

H 

^^ 

r^^ 

^  —  , 

h 

f^j 

.  _x^>     — 

The   following-   examples   from   Cherubini   will    illustrate   these   two 
systems. 

No.  I. — Major  mode. 


J  J  J  r 


XT 

^—\ 

f-^j 

r^      T^ 

trz  -  P    m 

r^ 

22 

0        r^ 

lfu 

B: 

f 

r^          r 

„ 

ifL? 

r^                   1 

vly 

1 

1                      " 

J 

Coda. 

V 

i      i 

1 

i 

^ 

1            I 

1 

^i 

1^. 

rm 

4 

11    J 

_ 

i 

fJ 

a 

J 

No.  II. — Minor  mode. 


XT  ^ 

*    '     r^5    i-^j  ~^~l 



l**i     1    J 

F3 

—  -^ 

J   * 

frn  ^ 

>    <rJ              S 

J                  ^ 

rd     ^ 

IS  J 

1         1        1 

,    ,*  «  J  * 

j^j^^-  +~P~  * 

1 

/sv 

CI 

\                F^ 

i         ^ 

.   2 

l^x*  ^- 

*                                <r^ 

r^     i* 

n 

U*1       1 

1 

-^              C^ 

^^-^  \ 

^                      If 

i 

r    r*         ' 

1 
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jp  ^  —  a  p-i— 

-^               1^^  —  -1  

e5~~ 

flb  r  r  '         -^ 

tr- 

(fo  P   f  r  i*  *  — 

= 

Coda. 

x-  

>  ^   °    • 

^  '  ,  '  r  r  r  r- 



_J  —  1  

11.  Imitation  may  also  be  retrograde,  i.e.  the  consequent  may  be 
produced  by  reading  the  antecedent  backwards.  The  following  chant 
by  Dr.  Crotch  will  illustrate  this  method. 


No.  1. 


No.  2. 


XL      f 

J         ~S 

cH 

ffl)          *H 

j 

& 

<^> 

^~^ 

^•5 

f^ 

"  V 

~.  m      P3 

^^ 

rJ      ^J 

!      E? 

Q 

"Uj^    ""n^^-Li^ 

X^N»    J^           . 

p""      r^ 

^_  ^           ^  —  ^ 

(Cx«  Jtf  f 

£ 

—  — 

^^^ 

i*^» 

^L  ^              V 

j 

1         1 

^^ 

r^» 

,^-~  > 

^-^ 

r^>     f 

E2       ^-^ 

i      '      ' 

No.  3. 


No.  4. 


^ 


r^  r 


-<s>- 


=pz 


Here   it   will   be   seen   that  in   each    of   the   voice-parts    the  third 

division   of  the   chant   imitates   the   first  by   retrograde    motion,  while 

the   fourth    division,    in    the    same    way,   imitates    the    second.  Such 
a  piece  is  said  to  be  "per  recte  et  retrb." 


COUNTERPOINT  AND   FUGUE. 
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12.  Imitation  ly  augmentation  is  often  introduced  into  fugues.  In 
this  species  the  consequent  repeats  the  melody  of  the  antecedent  in 
notes  of  greater  value,  substituting  minims  for  crotchets,  semibreves 
for  minims,  or  breves  for  semibreves  (if  it  be  ordinary  augmentation) ; 
or  even  sometimes  quadrupling  the  length  of  the  notes,  Le.  substituting 
minims  for  quavers,  and  so  forth.  The  augmentation  may  be  at  any 
interval,  it  may  also  be  by  contrary  motion,  or  retrograde ;  although 
this  last  variety  is  not  often  used.  The  following  simple  specimen, 
in  the  unison,  is  taken  from  Cherubini. 


f\        / 

^     ^_j         ^__ 

- 

— 

r  P 

c 

rrn  ^ 

\-** 

<rJ         J 

I 

1 

j 

"  '           '            i 

• 

^ 

<j 

*   i 

$     i 

yr    fit           ~ 

^ 

f^j 

—  —j 

^--^ 

A    i*    r     r    i* 

m        i*           \^ 

i           r^ 

"^        <r~> 

Q 

f?M            i     r 

p 

\ 

vJ     1                  •         1 

!         1           ' 

1           1 

J 

Coda. 

y 

XI 

1 

ntc         rj 

13.  Imitation  6j/  diminution  is  the  exact  converse  of  that  by  aug- 
mentation. In  it  the  consequent  substitutes  notes  of  smaller  value  for 
those  proposed  by  the  antecedent.  We  give  an  example  from  Cheru- 
bini. 
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~^r  —  ~ft      — 

™    1 

• 

• 

w  j  r 

«  i*  r    ' 

1  J  r  i* 

rnY^' 

w        ^ 

r  r 

m 

j*-j  * 

vly 

n^ 

J 

i                j^n 

E 

J^D    r^ 

C—      1 

L^_J 

, 

r  f\*  s~i    S 

D 

1 

r^    i 

r-> 

O 

11 

rj  - 

K  i  /  e 

I 

rJ 

/^      rd 

f  J 

^^J                     .*^-v 

i     ^   2 

^—  \        f^J 

r^      ^-. 

^2 

ifH                rd 

f^LJ          C-^ 

^    r 

p^ 

1         r^ 

vp                f-> 

1          I 

1        1 

J 

Coda. 

^—  > 

u 

*  A       «* 

s     ^0 

c 

• 

r  *  i*  r 

r    i*  rf 

c-' 

2^2 

^—  j 

K 

r 

i   r  r  u 

~J 

14.  There  are  many  other  kinds  of  imitation,  specimens  of  which 
may  be  met  with  in  Cherubini,  Marpurg,  Eeieha,  and  others.  But  as 
they  are  comparatively  useless  for  fugal  purposes,  it  has  not  been 
thought  necessary  to  enlarge  on  them  in  this  work. 


15.  When  the  consequent  repeats  the  antecedent  strictly,  note  for 
note,  a  Canon  is  produced,  which  is  nothing  more  than  imitation 
carried  on  strictly  and  rigidly.  If  the  canon  is  concluded  by  a  coda, 
it  is  called  Finite.  If  it  is  made  continually  to  recur  to  the  be- 
ginning, so  as  never  to  come  to  a  regular  close,  it  is  called  Infinite, 
or  Circular.  We  have  already  given  an  example  of  a  finite  canon 
"two  in  one"  in  the  octave  below,  at  the  commencement  of  this 
chapter.  The  following  is  an  example  of  an  infinite  or  circular 
canon — 
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~JL    ( 

3                J    J 

• 

'-^j           __ 

j     A   P 

g^x  

B 

a 

f/\\  I 

'      C3       * 

• 

p—^ 

^v      _^ 

r 

*  J 

"U 

• 

i        1 

J 

^—  > 

ll    1 

!•- 

A 

/^-^         ^  —  i 

^    2 

IhM          / 

}                               " 

• 

rD      i*    r 

E 

r^    r 

rjBjt    v 

7 

11 

1            1 

1               1 

|I  7 

II 

1      ' 

1         ' 

1IC* 

1 

I/ 

^*!!> 

1 

1              1 

. 

i 

VT 

r->        i 

J     , 

J    1*     J 

*   p  »      r 

J 

j  • 

1 

DC 

f           I 

^     * 

• 

r     i    r  i* 

rd          * 

*  . 

I 

1 

Cj 

* 

i 

r^ 

^    1 

in 

M 

r~^j 

^      2 

m     P  m 

r  • 

H      f 

•     r      i*     « 

I 

^1              1* 

,            r  i* 

* 

^^-. 

K 

r  r 

i     r 

D    i 

• 

2_ 

16.  All  our  examples  of  imitation  and  canon  have  been  hitherto  in 
two  parts  only.  But  it  is  time  now  to  give  examples  of  imitation  and 
canon  in  three  and  four  parts.  The  following  are  taken  from  Azopardi,* 
and  are  all  based  on  these  two  themes — 


No.  1. 


(CA    ( 

i 

_~ 

r^i 

v_x  r 

j       f^^ 

'—••' 

<TJ 

No.  2. 


-^2. 


1 


I£2I 


*  "H  musico  pratico,"  Francesco  Azopardi,  1760. 
P  2 
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EXAMPLE  I. — In  three  parts.     Imitation  in  the  two  upper  parts. 


feE— rrnr-rH 


^rm^ 


^ 


EE2 


m 


XL     rd       r^        J    W 

<^    •                «  i* 

sn3      i*  r 

fen    oo       KZS 

ff 

S32 

i     i 

i     ' 

J 

A                                  O                        <O         —  .                 —  , 

E-  r    i*         i*    « 

VT 

P    * 

rD        ro        J    J 

tea 

//lA               ^-,. 

1      1      i      1 

S        *    * 

^  I/                ~ 

i      1 

1 

fn\'         wsn 

<^ 

v^ 
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EXAMPLE  II. — In  four  parts.  Imitation  at  the  second  above.  The 
treble  part  is  not  in  imitation,  but  as  it  is  called  "  ad  libitum,"  the 
bass  contains  the  second  canto  fermo  of  Azopardi,  as  given  above. 


/\      f  *                            • 

r                          J  W 

._ 

Cczs2 

J   J   J     rj       *  * 

Ill                     V 

SSJ2 

1                    ^     tt^ 

V 

-^  * 

II  1 

[p*        f  ^                                             1 

1 

1 

Ii7 

ii"*    .              4B  ft    \~^     &  •— 

r^       ^^            *  i* 

F?    •        (•             ^-> 

H    (r       -       r                         r 

\                         i 

r 

17    ^  r                    1       '         1 

I 

i          | 

||Qj| 

/SY 

™w 

l^/»  j  i* 

^i_  ^      \    y 

rv                                                                                              ^*^ 

"^N                                                                   ^*" 

~N 

I/                       -                                                             —  --, 

.^--1 

1 

P^        P    m      "  CJ 

r->        \         r^) 

vU)     ®      II 

i        " 

f         <rJ           S 

1 

1 

*;, 

11   1                                                           f^*5             ^ 

•^  —  *            ^~~>                     ^ 

r^    *      ^ 

r     -     i*  r           r  i* 

r       r^ 

In                             1 

i 

ifZ 

1                                  1       ' 

1  1 

Q 

M 

n           <"->                   " 

I 

• 

I/ 

it.     — 

/iv                      \f^ 

i^/»                      '^    ' 

||^V-SJI 

V-^ 

M 

222 
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£ 


i 


E^ 


& 


-H^H- 


-H«&4- 


xi  i*  «  i*  r         r  i* 

rv     •           p    p 

CO              ^^                  (^D 

ir  -^i 

fen  I     i                1 

r^                    r^ 

I.MJ  1          1     i                i     1 

1 

t/ 

/*  —                               ~~^N 

Hlx^3tJ                                                                          ll^TLI 

LJ                                             i*    « 

r^n 

r       -                               r 

K 

R 

it* 
Coda. 

1   1                                   11^  ""HI                                                                                                                                                             ^~>                                                              11^—  Hi 

I1/^~IH 

''J               "—  ^                       f^> 

s 

17 

1C. 

/S"i' 

4p-                i,     i, 

ii      ii                1 

^=^  yc4l- 

II  _  ii  -<.  — 

P4^  —    \ 
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EXAMPLE  III. — Here  the  three  upper  parts  are  in  imitation,  so  that 
there  is  an  antecedent,  and  two  consequents  ;  one  of  these  is  at  the 
seventh,  and  the  other  at  the  fifth  below  the  antecedent. 


X\      f 

i     -              F^         i 

I  J 

i*  r       • 

B         <^-^ 

ffn  v 

'            « 

J  V  * 

r  M          i 

^  ^ 

snc 

1         rd 

rj          *  ^ 

1 

J 

1  1 

r^        i 

tr  f 

)'                                | 

i 

| 

-     ,^r> 

n  " 

j 

1          '          9 

IZ 

—  «~P"P^    /o 

i               r->       i 

m 

i*  r 

^ 

*                           •                                    -       /~D 

\  J+  P 

r  M         ' 

'                                                    r^     '          rd 

<n         **\ 

•^ 

1  1      1  1                   I                  |  I^TI  | 

t^*  (r                ii     n 

i  I^""DI  i 

!^ZtD               !r->i 

1IC*>1I 

S\              J   W  I* 

rj              _       r^> 

*—^  ~~r~i       *-~ 

\T4\ 

ffl^   *  *        \                 rd 

'-•^      r 

'"  !5 

l^U    *              \                  *-^ 

1 

1 

•                           ^    tf  T*~   "T"^      <^>                                      ^—  v 

r  i                               i              ^ 

i*  r            ! 

^^-.              *—  ^ 

r                        J  W  i*  r 

i    '            i 

—            P-^ 

U        rj             *  * 

i    ' 

p            ^          2          1     ' 

' 

Coda. 
U                                                                            ^ 

H               r^ 

m    P      \~^ 

r^^       /^^> 

n      -                    r^ 

m  i*  r    1                  r-D 

I           lfc-*  ^         r^-^ 

17                             f 

r  i         '              F^ 

1                       f 

it,                             i 

1                   I 

II.                                                                                                                          1  l^-M  1                                                                                                        1  >             1  1 

/$>'                                                          1  *            \ 

r-n 

n  ji 

^—^ 

\rJ\ 

17.  Nothing,  by  way  of  practice,  can  be  more  beneficial  to  the 
student  of  counterpoint  than  to  take  these  two  basses  of  Azopardi's 
(either  in  breves  or  semibreves),  and  weave  upon  them  every  sort  of 
imitation  he  can  devise,  in  two,  three,  four,  and  five  parts.  The  canto 
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fermo,  for  the  sake  of  variety,  may  also  be  transposed  into  the  treble, 
or  one  of  the  inner  parts,  and  the  process  repeated  in  that  new  form. 
Cherubim  also  recommends  a  study  of  the  examples  of  imitation  of  every 
kind  in  Marpurg's  excellent  work  on  the  subject :  his  advice  is  most 
excellent,  as  no  better  collection  of  examples  can  be  found  anywhere. 

18.  We  will  now  give  some  examples  of  canons  in  three  and  four 
parts,  premising  that  when  the  canon  is  produced  simply  between  two 
voice-parts,  it  is  called  "  two  in  one ;"  when  between  three,  it  is  called 
"three  in  one."  If  two  canons  are  carried  on  simultaneously,  each 
between  two  parts,  making  four-part  harmony  together,  the  piece  is 
called  a  "  canon  four  in  two." 

FIRST  EXAMPLE,  FROM  CHERUBINI. 
Three  in  one,  at  the  unison,  and  octave  below. 


/r  / 

*  rj            J  W  i*  f 

r  i* 

1 

• 

<TJ         j  j 

ff[\  i 

rd    ^      i 

i        r 

*  W 

EE 

1    1    ' 

J 

ja 

M 

, 

« 

-^  *     « 

«  i*  r 

XT    f 

t                i 

n 

Ji*  r 

r  i* 

1  r  i 

[J 

(M) 

j 

1       c^ 

*r 

1 

1            .    1 

1  1 

(*U                     mP 

H 

/^>       i 

^  ii 

r    '    1*  m  i*  r  I 

H  Y 

*                i 

1 

P^         i 

i*  r 

r  r  r  M 

17  i 

j 

n  r 

1 

' 

1C. 

1 

1    ' 

±Z! 

ii 

\ 

i 

1  *        \ 

ii 

•          i                  ^^ 

,    i 

Jr  i* 

r  j         i      n 

—  ^                   ^, 

2 

"T 

EE: 

e          p>  'ip  'n 

rd                 *^ 

^^ 

f^    * 

1   i     i 

t-x      ^  . 

ZJ   *-^ 

ZU 

"i  r^  —    ~J  — 

-j  —  1  

^r 

—  i  —  1"  — 

(en 

*— 

^      1 

-Jj|j- 

—  <s>  — 

^-^  1 

a 

-  ° 

r-r- 

rJ    n 

-r^ 
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SECOND  EXAMPLE,  FROM  ALBRECHTSBERGER. 
Four  in  one,  at  the  fifth,  octave,  and  twelfth  below. 
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jfl    ( 

i      t=-          /s- 

!                    P 

m     m            -  0 

c=^ 

—  ^ 

rcn  * 

y              r^ 

i 

r     *    r  1 

^•^ 

1 

1 

LJ 

«7 

«o           ^ 

III 

r^      --, 

•     z 

i*    «            m  i* 

!!•       f 

»          ~ 

i 

I 

r     i*    r  1 

1  kb       v 

j 

1         I 

Lj 

I  7 

n 

H 

r^> 

f~^     •         1*    1 

H  f 

*          ~ 

•• 

• 

r         ^ 

17  i 

j 

•* 

I          r 

1               1 

it* 

I 

1 

/SY 

C3 

(&'   f. 

5 

• 

^ 

n 

V^  v 

j^-  \ 

| 

^—> 

-* 

1 

I/ 

1                     j-D 

1 

^n 

—          P     m 

*i*    r^ 

r    ^           JJ 

C2 

f/\\ 

r  * 

c 

*  rr    I 

I      P     4    ** 

rj 

\S  \J 

1        ! 

U 

*v 

1  1 

2     ^ 

^p    f^ 

r     *             *- 

Q 

M 

-                 1* 

i*  rr 

r  «  i*r 

K 

1 

LJ 

r  n 

f7 

i    ^ 

1                t^ 

1C. 

ii 

;  — 

H      - 

r^> 

^ 

«    r->     i 

n    ^ 

M    m   i*l* 

rj.     

M                 ff_         ^F 

«    Pr 

P-^ 

r  r  0— 

1         1 

-F^S1- 

—  i  —  i  —  <  —  i 

^—  » 

H  —  ^  ' 

/^i' 

•    i*' 

..  .  rj) 

&~  f 

IftJ- 

r 

^ 

9    i*      ^   'i»'l* 

<^ 

V-^ 

(*7l 

r  r 

Q 
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7T    -o    •'        rr 

- 

n 

f~-^     •          2 

W    J         JW 

ffh     r*              IJ 

a 

^^j            ! 

i                     i 

*    *    J    ** 

is  y                 u» 

1 

1                     1 

^ 

II   I 

.^-^  •     ^™ 

f^^J 

c?    .       p 

1LJ                  —                              ^"^ 

r^             LJ 

s*""~)              nr 

f^^J                   I 

r 

[fci                     F 

1                ^ 

r-^ 

!              1 

i 

II  j                     \ 

1 

\  i"^ 

r    * 

-^~, 

—  sp 

i 

n         4i       J   m* 

C-«^ 

•i                 j^~» 

r^  *     >  r 

*   ri 

F^ 

f~^j 

ES                        U 

1                             "^ 

^  — 

•N 

' 

/i\»                                          f^J 

• 

—  --, 

^^ 

v^'  m    i*r 

r  ^      i? 

^5i 

"•                 1*^71 

jr^j        •                ^\ 

v^-  r    H       1 

1            ^r 

p^1 

Ly 

1      "^ 

^^ 

-; 

Pr^i 

i^a 

C^> 

^^ 

r        ' 

r~  ^ 

?^2 

i 

i 

i^                            j^TJ 

-~ 

-^•i      ii. 

u   «               « 

Brj          g 

r^    tt*    ^ 

jE!^2 

C    r      i*    *    i*r 

3 

*ti      r 

(p 

K       r  r 

-           1 

I 

p  '     i         u 

1 

rx» 

M 

^-  —  - 

•*x 

C                       r-D 

i 

^•^ 

sm       i*    ^ 

n     £3       r^ 

.---,      z 

^          P 

1  bs( 

\7 

r^             * 

1      r          " 

1 

1 

f^—-  .- 

/^ 

^  ^^ 

^  . 

V^         /-j 

°              1 

0            -j 

&          -1 
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THIRD  EXAMPLE,  FROM  A  MASS  BY  FRANCESCO  TURINL* 
Four  in  one,  at  the  upper  octave  and  fourth,  and  at  the  fifth  below. 


i                  1 

J     «     ^ 

P    i*      '  >>           -n 

i 

c?  •     **  r  > 

i       r   p    p 

i    ' 

'     1        1           j        1 

y 

Ky  -  -  -  ri  -  e    . 

1  1 

r  nr 

1                       1 

• 

1 

r%  v 

J 

fr 

re 

ii  i 

/^~ 

_j                    ^ 

F~~ 

1                           A      r-^ 

E       P     m 

L^     7 

*               *    i*   r 

r       r->        ^ 

r^    •      r 

j/       V 

7    rJ  •     f    r           1 

1  1  C# 

1      1      • 

'        1           L 

,     e    - 

le    -    -    e  -   -   son 

-^~" 

/SY 

i                  *    rj  i 

IC^   ^ 

5                              I 

i 

J          «    i*    r 

V^--   V 

rJ    •      P 

Ky   -    -   ri  -  e     .     .     .     . 


Zl  — 

^!v    •       ^ 

---       ri     rj    j       .. 

«  r^  •  p 

C—*'                     ^           r^J 

OB 

r           -^. 

f        f       •! 

r  J  •    P 

15  y  •" 

1           ^—-^ 

i         1 

'          ' 

J 

le   -    -   e    -    son, 

e    -    le  -  e  - 

-  son,       e  -  le    -    e 

-     son,                 e  - 

r->  «     - 

fz 

ii 

*  i*  r^ 

r     i*    r-D     <T3 

"^^  *    i^ 

-r^     r^> 

H 

r-3    •       i*    r 

2    2 

1            **n> 

-     r         f        1 

B 

^^     r     i 

1            1 

1            ^*^^ 

V 

re 

Ky  !•  -  ri  -  e 

e   - 

-  le    -    e    -    son, 

e   -   le  -  e  - 

if 

^_^ 

-•» 

Ok 

1  1 

^_       /^~>      "^ 

r*"~l    *         ^ 

i^ 

§•       ^**^       P^*^ 

/-^>   •      r*              r 

^      --^ 

t  / 

r^         1 

1 

1  1  C* 

i           i 

I             ' 

1 

. 

e    -    le   -   e   - 

^  (               ^N 

__. 

/^\» 

i*  9 

.^—  ^»   •      ^ 

rD     r^*    r 

^-)  •       m 

i  Cx* 

C-^*         i^ 

-    r^    r*^ 

n  •    i*             r 

>—^ 

\      \    r    r->   r-* 

^-^ 

P               -UJ 

e    -    le   -   -   e  -  son, 


e   -  le  -  e    -    son,       e  -  le    -    e  - 


*  From  the  Introduction  to  the  Second  Part  of  Padre  Martini's  celebrated   work,  "Esemplare  oeia 
saggio  fondamentale  di  contrappunto."    Quarto.     Bologna,  1775. 

Q'2 
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y    • 

I 

>£    r^    ^-> 

-_-.    « 

2  ' 

* 

1 

ifn           i 

r~i 

•--^ 

UU    1       1 

1 

!  IC-Xl  1 

\^ 

t 

le 

p 

^_^ 

/ 

-^ 

§_ 

'^j    •     m 

C-*  ' 

CJ 

T^     r^> 

\  d*~~j(  1 

r^  •    r 

V 

r 

r^      i 

r~^j 

9 

HSH          1 

\ 

' 

1            1 

1          1 

I 

IP 

1  1                 ^^ 

\ 

M               :  — 

^^    •     m 

1 

I 

«          1              <D 

R   r^  •    r 

1 

ZJ 

2 

r     J 

''^ 

17 

1 

^J 

^j 

L-^ 

* 

re                   ! 

1 

IP 

^» 

—^ 

^\ 

/w\»         ^~^> 

-*—--,    ' 

~^~^ 

A 

^^ 

1 

1 

I  Cx« 

2? 

*~^ 

—  --j 

r^  •    r 

r      i 

^^  ^ 

*-—*^ 

f 

^ 

1            ' 

|           IF  "1 

-    snn 

1^ 

p 

Knn. 

19.  At  the  end  of  this  treatise  some  more  examples  will  be  given 
of  canons  of  various  kinds,  which  the  student  is  advised  to  study  with 
attention.  If  he  wishes  to  become  a  really  good  contrapuntist  he  should 
compose  at  least  one  canon  every  day.  There  is  no  better  practice 
possible. 


CHAPTER  XVI. 

Of  Double  Counterpoint. 

1.  DOUBLE  counterpoint  is  that  in  which,  several  melodies  being 
combined,  either  of  them  may  be  placed  as  a  bass  to  the  others, 
and  in  which,  by  transposition,  the  various  melodies  may  be  placed 
in  any  relative  order  of  acuteness,  without  infringing  the  laws  of 
harmony. 


EXAMPLE  I. 


No.  1. 


*u-£ 

*             FH 

nc_^n  

-i           I"    i    -T-1- 

"     r  P'    «^— 

ffri  ^ 

i             t-' 

1 

S"o.  2. 

fV  •    ^ 

n 

^--j   i 

f-   ff-    A   iB            ^ 

^^-^ 

r*  ( 

»    -    P   I 

^^            ^*   1^    A   (^ 

n  " 

1       '                                    ^  1 

tea 

f^           \ 

i/ 

• 

1 

1 

rC 

-  n 

^0.2. 

*  1*      « 

y 

r^ 

i*  r  «  i*       « 

^        ^^ 

XL 

_         J  .      i 

r       i*  r 

^j   •      ^^ 

f/T) 

i 

1     '         1    i 

' 

J 

] 

tfo.  1. 

r-f^m  i*  « 

1  J 

,.         -  . 

r  i* 

—  A    _ 

H 

1  w^  J 

- 

rlii*     j-^i 

H 

\\        II 

r  i     r  ^ 
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EXAMPLE  II. 


No.  1. 


/r     u/Tk    _ 

•_-» 

rD    *  r     i 

CZ_Z^Z__Z-23 

ff\\    *Mtfi 

i  1       !           1 

v  U           ' 

!            1        ' 

1 

J 
No.  2. 

^—  - 

—  >. 

/2\.  jj>     .                              ^~. 

f^J                                 f^J 

i  r"^    ^^i 

II 

IC'*  **u«  f\i                 t^~l                     *~^             ^^ 

\ 

i          >*~  ^      {~  ^ 

ili^^Mt 

^^-^      Tl  x  \J             ^-^                i 

\ 

* 


/^     ft 

i 

i?1^                        1 

^-J 

v  U 

No.  1. 

1 

i                   i 

^^*    *^^                 ^                 P"^                  r^r-^                  ^^"1 

J  V    r^     r^> 

^^^^          iT                                                                                  r-^ 

^J    r  *           P.. 

Ci         '-•*'          r^_J 

EXAMPLE  III. 


No.  1. 


MOZART. 


/r    u  r  i»         v-' 

U-» 

ffh      ^^ 

VU           ' 

1                                      1 

No.  2. 

•^ 

/^\*  9                                                 |                                                     -            1                                    ^ 

i*  «  i*  r    i*          J*D        1 

t^-  if  it/  izBzia               i     i             «  *       « 

r  i 

V^    UV>     i       *     J                              J     ^       P                    ^ 

L^J    '     i 

+    •  •  •          «  ^    azjB  "*"" 

No.  2.         Both  parts  are  here  transposed. 

A  if                                                                          i 

jt3C 

««!**!                                            1 

A    If  *                i           i     i               J    i* 

i*  r         i              <r3 

ifn               *                             J^W     *^                *^ 

1  J     1 

^U                     ^    J            J    «  S*                  i 

!•••           '     1                       1 

No.  1. 

r^       •*                  -»^-                                                                                          ^"^ 

^"^                     <*t) 

*-^ 
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In  each  of  the  foregoing  specimens  either  of  the  melodies  will  make 
a  correct  bass  to  the  other.  This,  then,  is  the  general  idea  of  double 
counterpoint. 

f  /*-  /  & 

2.  Double  counterpoint  may  be  at  the  octave,  the   twelfth,  the  tenth, 
the  ninth,  the  eleventh,  the  thirteenth,  or  the  fourteenth ;  but  as  some 
of  these  kinds  are   but  seldom  used,  and  offer   difficulties  without   ade- 
quate results,  it  will  be  sufficient  to  give  the   rules  for  the   first   three 
kinds,    viz.    double    counterpoint    at    the    octave,    the    tenth,   and    the 
twelfth. 

X 

3.  Double   counterpoint   at   the  octave  is  a  composition  so  contrived 
that,    either   part   being   transposed   an   octave,  upwards   or   downwards 
(so  as  to  be  inverted  in  pitch  as  to  the  other  part),  the  harmony  shall 
be  correct. 

4.  In   order   to  accomplish   this,  three   principal   rules   must   be  ob- 
served— 

i.  Treat  the  fifth  as  a  dissonance  or  a  passing  interval, 
ii.  Never  go  to  the  octave  by  a  skip, 
iii.  Do  not  exceed  the  limits  of  an  octave. 

5.  To  make   these  rules  more   intelligible,  the   student  will   examine 
the  following  figures — 


They  are  intended  to  shew,  at  a  glance,  what  each  note  of  the 
scale  becomes  when  inverted  in  the  octave.  Thus  the  unison  becomes 
an  octave,  the  second  becomes  a  seventh,  the  third  becomes  a  sixth, 
and  so  forth. 
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6.  The  reason  why  the  fifth  cannot  be  treated  as  a  concord  is 
that  by  inversion  it  becomes  a  fourth.  The  reason  why  the  student 
is  not  allowed  to  skip  to  the  octave  is  because  by  inversion  the  octave 
becomes  a  unison,  and  it  is  against  the  rules  of  strict  counterpoint 
to  skip  to  a  unison,  except  at  a  close.  It  is  necessary  to  keep  within 
the  limits  of  an  octave,  because  otherwise  some  of  the  intervals  would 
not  be  inverted  at  all,  which  they  must  always  be  in  double  counter- 
point. Examples — 


m—o- 


becomes 


i.e.  unprepared  fourth ;  but  if  prepared  and  resolved,  or  only  a  passing 
note,  it  may  stand :   thus 


3D 

*-~* 

Si       rj 

rrn 

«        & 

becomes 


6  53 

which  is  allowable ;  so  also 


p 
U 


becomes 


6         5          3       'B5 

which  is  correct. 


m 


c? 

jt          4          6  "  4)- 


3= 


-<s>- 


~^r 

y 


becomes 


which  is  not  allowed,   except  at  a  close,  in  strict  counterpoint;    and 
the  following  melody,  No.  1,  which  exceeds  the  limits  of  the  octave — 
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No,  1. 


V 


h?  /»  f-     . 

w   l#    J     I 

'     1 

LJ 

f-^f     \ 

/  SE  1 

33 

4F                  *  ^p  1  1       i^S"              [ 

11  L.         1                  J      tf 

>^ 

1                 1  '                         '- 

P 

No.  2. 
-^>- 

_^   ^r-^^^. 

/Sy   .i. 

f^f 

c->  • 

r 

P 

1 

l^*  f  * 

U 

1      1 

V.^-  Ju 

1 

— 

' 

1 

becomes,  by  transposition, 
No.  1. 

3543         3             65 

«  ~ 

2      3 

L/ 

i          I    r> 

<»^  A 

r 

ir->  •    ri* 

^-^ 

-/I  HI  r 

i 

J  W  J   i 

i*  r  i    r    i* 

^B 

^^ 

TT2    ' 

(fl     ly        1 

^ 

J  ^       *^l 

9 

P 

s 

H^ 

i    ^     '     1 

No.  2. 

^^-*-     isfr     l^-<o  -&- 

/2\»      I 

r^   •     r":. 

+ 

C^»  f1  4 

1 

1      1 

^i__  -^  \    y 

1 

1 

where   it  is   evident  that   the    harmony   of  the   last  five   bars   remains 
unaltered. 

7.  The  following  examples  are  from  Fux. 

No.  I. 
Counterpoint. 


/r\    (!*     ~ 

j    n 

i                      brd 

j     ns3    ,* 

n 

*   JJ   W 

J        1 

j*1^^ 

^  I/ 

i 

W       *      J            v 

—  x     »           i     i 

ftj                                                                O                         C^                               X  ^ 

Canto  fermo. 

i^~t 

II    i 

fj 

<^-> 

fts      /"ii             ^L^ 

f~^j 

in   'y 

''u                       1                             343 

3                  b6 

b  

y   ^      i     /^~» 

*^    n 

(•        1       /^>           j- 

•r>      j-           1       i"D          1 

JL    r             r-* 

r     ^   " 

1   r 

1         J 

2     ttrj          S 

vl)  '              I 

r 

LI 

1        Z 

n                          1 

1 

II                 1 

*~^ 

r~^j 

r^                           H 

ltd 

ej 

4367  6767  8 

R 
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No.  II. 

Canto  fermo. 

•»—  > 

r~^j 

^^-4                                                                                                                                                                                                                                          ^-^ 

t^li         ^^ 

*-^                               r^^ 

\\j 

T^ 

i  r 

<     '                                                 -^ 

B 

'  i     ^^     i             i         u                 r"  i  i-%       ^ 

o    f 

«     — 

—  -~j 

J---                            i    ^r^      i*    JW  "i*    r 

l7  v 

^--^ 

*j  ^          J                   r    ^^ 

re 

^ 

^^ 

/                 ^          W              i 

8->  —  -^3            6 

Double  counterpoint  in  the 

octave  below 

^—  > 

i  i 

r-j 

r->                     tr* 

M 

U 

f7 

lu 

in 

^^ 

* 
r^ 

«    ^        ^.^^^                ^ 

H    <i 

r^i 

4 

1     ^ 

£r"i*    r"*'      ^          r^       r^    +fj^^        ^2 

\n 

- 

r 

ff 

\ 

!  r                  «                      Bp* 

17  1 

f       \ 

i 

5                    r               1 

563  2     3  2     —        3  2  3  1 


No.  III. 


p^lr"r  r^v 


sg 


E^-l r  r  r  ^N^ 


^ 


« 


-<s>- 


8  7  3  236 


7          3 


/i        n 

M 

r         r-> 

jT"^                       ^—  , 

rj 

fin     S        I 

1             | 

J    f 

1             r^ 

EC 

i     *    i 

1             | 

J 

—  s 

-P-1  —  n«- 

—  (^  —  *  —    ~~W~m 

fe^—  J 

3  E 

7            R 

H^-^J 

>i 

a 
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No.  IV. 


H    t 

i                      ^—\ 

^ 

r 

i*     r        i  .... 

In    ' 

j                     ^~*^ 

'ii' 

j 

•j      i     * 

II  u 
IT 

^ 

-— 

-~~- 

^ 

N 

*^-> 

r^ 

i*'       «       m 

n   f 

i      - 

3J                   "* 

^            n>             1 

1        r       r       i*  ^ 

17   * 

El             1 

i                r  p 

1  1» 

1 

Q 

21 

37              fi              *l 

«       fi              ^ 

^ 

\ 

f^       J"D 

1  1 

r^ 

'^ 

jA 

^^) 

1 

M 

1 

r  |* 

rv                      rD 

K 

!    r 

I        ^ 

C?               1 

F7 

^^J 

L^ 

1 

it; 

ii  f 

,^- 

•^ 

r—j 

^—  — 

-^              /•  » 

t 

H 

.'--*) 

—^ 

C2 

i*     i     1"^ 

In 

rj 

r  j 

U 

1 

1 

• 

8.  Double  counterpoint  at  the  tenth  is  that  in  which  either  of  the 
parts   is   transposed  a  tenth,  the  other   remaining  unmoved ;    or,  which 
amounts  to  the   same   thing,  the  one  part  is   transposed  a  third  in  one 
direction,  while  the  other  is  transposed  an  octave  in  the  other  direction. 

9.  The   following   numbers    will    shew   what   the    various   intervals 
become,  when  so  treated — 


10 
1 


1 
10 


From  these  figures  the  following  rules  are  deduced — 

i.  Consecutive   tenths   and  thirds  must  be   avoided,  because  they 

become  consecutive  unisons  and  octaves  by  inversion, 
ii.  Consecutive  sixths  must  be  avoided,  because  by  inversion  they 

become  consecutive  fifths. 

iii.  Fourths   by   syncopation   are   disallowed,   because   by  inversion 
they  become  sevenths  wrongly  resolved  into  eighths. 
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iv.  The  limits  of  a  tenth  must  not  be  exceeded,  for  the  same 
reason  as  in  the  case  of  the  octave  in  the  last-mentioned 
kind  of  counterpoint. 

10.  The  following  example  is  from  Fux. 
Counterpoint.     _^— ^  ^— . ^ 


~7\     C* 

J     * 

P     ^ 

r    J     r" 

/fh  v 

[j 

*     m 

* 

15  J 

Canto  fermo. 

^~* 

ii 

r~j 

f-^ 

H   t 

^         f~^ 

^-~^ 

f^^J 

n  t 

j 

[/ 

n 

8                        6           3     4t- 

6           5 

6858                5              6 

Fl        ' 

1        r 

r-n           !&T^ 

111) 

1 

i 

1          rJ 

0        4tt 

"  }) 

I          1 

J 

.  r^                               ^—  > 

LJ               r-> 

^^ 

^*-  v 

M 

CP 

?^3 

K 

Canto  fermo. 


f  ^ 

i             rL? 

c=^  

(^^ 

n  ^ 

2 

17 

ro 

ILJ 

,^— 

—-^ 

^-  — 

~*x 

i 

•      i 

i_       i 

—  -J 

4H  r 

A       ^       \/fr^ 

r^ 

<-J             J 

*i*         <^ 

^^J                 t--1^ 

||  7    I 

j                 \ 

J  * 

s     * 

r  j 

—  1  

3  587  565363 

Double  counterpoint  at  the  tenth  below. 


6  5 


P= 


_C2_ 


mm 


321  34653465  3  8  6  5  3 


COUNTERPOINT  AND  FUGUE. 


125 


And  it  might  be  also  produced  by  transposing  the  canto  fermo   up 
a  third,  and  the  counterpoint  down  an  octave ;   thus — 


i 


&c. 


3  587  565363 


EXAMPLE  FROM  CHERUBINI. 


Counterpoint. 


/\     ft       —          r^ 

i*      W                       J                           r     L               i* 

ifn  *•  j 

r^^J^J                        ^Jr 

\^\)                    \ 

1                               *                    *          r^i                                '          I 

J 

Subject. 

11 

.^-i                                                                                 rv 

r    f  *          f^ 

2J                                       r^ 

H  ^j 

\f 

n 

f              A     f~^ 

r^           f^~t                           m        m                        ^ 

^Q      <•     i^  r       r 

\             r^           "^         r 

if  H      r                         ' 

1                                                 1 

Vj-  jy        1     -        ^^* 

^ 

X"                 N 

r^                    <^>                    i*       «       i*      "^" 

M          f^1                         2 

m         r^          r^ 

r 

r                                                                      I' 

n                          •*; 

1             i                                               'i 

17 

lu 

—  ^ 

V         r^ 

i                                             11 

/L1                 r^ 

F^          r-^            *       «      i* 

if  n       ' 

p*                     f               J                                                 1 

Up                    1 

1                      1            1           1                -               r^                          Q          " 

f- 

<^                                                    i                      i           —  i 

1   1                                                             JB 

^          i            i*             <^> 

M                m       i*       r 

r^             rJ            rd                       <^> 

H             f 
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This  may  be  inverted  at  the  tenth  in  several  ways. 


FIRST  WAY. 


Subject  unaltered. 


r    ( 

f^j 

H    V 

I? 

\ 

n 

Counterpoint  in  the  tenth 

i          i 

below. 

ii 

i 

9  ^ 

H     { 

* 

-        2 

jj     J 

\ 

B 

r  P 

2 

•^ 

fel    \ 

*     * 

J 

J 

1 

LJ 

P 

&c. 


SECOND  WAY. 


Subject  in  the  third  above. 


r    ^* 

n    S3 

17 

IrT* 

Counterpoint  in  the  octave  below. 

1    1            i                                        1 

9  m 

C.   fr     ~       c? 

, 

r         r    i*     m 

J 

r  LI    r    f 

THIRD  WAY. 


Counterpoint  a  third  below. 


Subject  an  octave  below. 


-s»- 


&c. 


JTJ  J  J  jlJ  J      llr  Cf  J  J 


&c. 


The  student  can  finish  each  of  these  counterpoints  for  himself. 
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11.  Sometimes  a  subject  will  admit  of  the  same  counterpoint,  both 
at  the  octave  and  tenth,  at  the  same  time. 


EXAMPLE  FROM  Fux. 


/I    m                r^ 

^      J  b  J 

i  ^    b*    i* 

___-    __ 

p^  —  i  — 

rrn  JE 

^  y* 

r 

• 

i 

532     '                    ' 

1        1 

1            i 

M        . 

r^j 

—  -. 

c  r 

^         ^^^ 

G^ 

^^ 

te—  t 

j 

17 

i 

1  1                    **"  "*•                                                  x1  '  *^ 

i 

i^         i 

i7  ( 

n 

^ 

/^J       J    * 

fr*           ,a 

ri         £*> 

2.  .,_.    r 

J    a! 

0      *    * 

r  j 

\ 

^rrri-r^^nF  A 


a 


^f+r^r 


£ 


The  same,  in  another  way — 
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-^<s>- 


di-d-J  J I  r  J 


&£ 


s 


a 


/[ 

f~J 

ffn          ^J 

r^ 

^~ 

^—^ 

UTJ 

r 

^            F^             ^        •^                                   -^                                                                                                                               ' 

§2        P 

r    m    P 

2             m 

r^        i 

1 

_    p 

+     P 

1 

\      Si*=3 

r^         1 

1            ' 

1 

1        1 

1          f-A 

eJ     W-^ 

1        ' 

.^—  > 

f^j 

ic^.         <-> 

fj 

f^~. 

v^ 

0 

12.    Double   counterpoint   at   the   twelfth   must   now   be   considered. 
The  scheme  of  figures  for  this  counterpoint  is  as  follows  : — 


1 
12 


2 
11 


3 
10 


10 
3 


11 
2 


12 

1 


13.  The  only  awkward  interval  in  this  counterpoint  is  the  sixth, 
which  can  hardly  ever  be  used,  on  account  of  the  unprepared  and 
unresolved  sevenths  which  are  produced  by  its  inversion ;  thus — 
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Canto  fermo. 


-&- 


.^2- 


Counterpoint  at  the  twelfth. 
ftl 


'iT^r 


Canto  fermo. 


^ 


1336631  5*377*5 

Nothing  can  be  more  harsh  and  uncouth  than  this  example. 

In  rare  cases,  however,  a  sixth  may  be  used  by  syncopation,  thus— 

Canto  fermo. 


Jf 

*"^ 

"^       *  —  > 

H              {•-) 

frh 

c^j 

*          * 

In 

SB 

\ 

*       * 

17 

*                                                     •  * 

Canto  fermo.                                              •*• 

IIC. 

Counterpoint  at  the  twelfth. 

,•—  > 

r~^j 

•        • 

/7f\'     i*^       t^i$ 

J^-J 

9              • 

1  ^J*     1            p~ 

E.      r-J 

n 

•                  • 

^^-s 

5? 

Where  the  resulting  seventh  might  perhaps  be   tolerated,  especially  in 
more  than  two-part  writing. 

The   following  is  a  good  example  of  the  allowable  use  of  the  sixth 
in  this  counterpoint,  from  Fux. 


^ 

d,   (* 

r-* 

n     r-> 

e 

.  —  — 

fdy  ^  j 

1    f 

1  IC-^1  ! 

M-U 

i 

1 

11                   <-^     *  a 

^^   ^ 

-^-. 

i    i 

rr  f  *   -               r 

\  i             r  i* 

/*n      ^""^     i^  A 

(~~, 

K  i  ;                     1 

r 

p*         r  P 

rl      <-J     *  J 

. 

17 

1  i 

i 

KZu 

ro               E  R 

1    0                      c        fi 

o 

U      i             <~^>     P  m 

1                 1    i 

t"    ^*     - 

r-J             r  i* 

J-^J              1*  « 

J      ro 

H  sp 

1                     1 

r3                  r 

<rJ      c-*     *•  J 

17    '                  ' 

1                1    1 

1 

. 

—  !-                                                                                          ^^ 

b/^> 

'       n     r^i 

^^                      ^—  * 

C2 

ll       Jl     1 

1  C/*  y"  4 

~  p* 

VP4\ 

^ 

V^^"  \  ^ 

1 

f^     ^-^ 

705        38         765        38         705        38         7G5 

S 
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14.  It  need  hardly  be  stated  that  it  is  necessary  to   keep  within 
the  limits  of  a  twelfth. 


15.  Care  should  be  taken  to  avoid  this  close — /j\      ^ 


c/ 
because,  when  inverted  at  the  twelfth,  it  becomes— 


3  5 

which  is  insufferably  harsh  to  modern  ears,  although  allowed  (in  this 
counterpoint)  by  the  older  contrapuntists.  It  also  involves  the  false 
relation  of  the  tritone  B  to  F. 

16.  The  following  examples  will  serve  as  models — 
EXAMPLE  I. — From  Fux. 

Counterpoint.  ^,,-..^ 


Canto  fermo. 


/\    \          r 

|*       J 

r-^j 

r^       rd 

J       J 

ten         L 

* 

r 

9     BL      ^-J 

f^J 

VU                          1 

1 

i 

Jf*—  -^ 

::?  

N» 

** 

^^- 

»^ 

rj      | 

*  This  harsh  close  is  not  to  be  imitated  by  the  student  on  any  account. 
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Counterpoint  at  the  twelfth  below. 


Canto  fermo  in  the  fifth  above. 
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M     f 

\                   £*J 

f^j 

J_                                            _ 

\7 

1 

1 

^  — 

^^            .•—  > 

/2V 

i      i 

I         i 

i                      <^J 

r^5      P^ 

IC/*    i 

'                         C2 

JL 

L 

L               1 

^-^      V 

j                  2_ 

<rJ    bJ 

b  J 

H 

es"1  

B 

17 

re 

bfo      —                          ^~^-             ^""  1^ 

/^i*               r     i* 

1               I 

(€A    I              r 

r     *      i 

(^       r-i 

i*    «      rd 

rd      * 

-—  j 

r 

r     *^ 

e->      tt^J 

2_ 

/»  "   f  1* 

fj 

//\N    Sp                <TJ 

f*^j 

«7 
u  j                         i 

*^~ 

/^-j 

H    j 

1         I      i 

1            i 

i          r^ 

"^        r*^ 

jfezrj      ^         g 

3       J 

J 

i     i 

r 

0         9     J 

r  J      J    J 

J 

Counterpoint  in  the  octave  below.     By  this  double  transposition  counterpoint  at 
the  twelfth  is  produced. 


yl            r^j 

GX  

fj 

/TD 

iflV 

r^ 

V>  y 

J 
i  i       f*5        —                                                            -^     ^- 

M                ^    * 

r»     '               i 

r     «      r^ 

{-*>             fJ> 

i*     J      rd 

I*"J        J4-      J 

17              '  ' 

1       f. 

r  *   ^ 

°-  iJn 

S  2 
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Counterpoint. 


EXAMPLE  II. — From  Fux,  slightly  modified. 


^T        /Id            — 

j  w  i*  r 

•  ** 

r     J      r' 

f/r\   IE                  »TJ 

*      r 

I         P  2C 

* 

\ 

ED 

i 

I 

J                                ^- 
Canto  fermo. 

*s 

^~l 

f^J 

_— 

s 

r   /!*         r^ 

2J[ 

f^j 

K  iC 

>n               r^ 

p  ^  \     \ 

i          r 

1 

1         ! 

tfl^                  ! 

i     i     ' 

i 

VU                  1 

Q 

II  I             ^^ 

52 

^^ 

^-. 

1 

H 

O^ 

c^> 

m 

Counterpoint  at  the  tenth,  transposed  upward  an  octave. 


fii3 

*      -            1 

J   W 

f^>                1 

h  J       1        ^-, 

.^-j            <TJ 

5                         1 

J    J    * 

I         W    * 

v»               t^> 

p-* 

v]y      '                       ^u 

*    * 

1           * 

* 

1 

Canto  fermo. 

1  1     j 

f~  ^) 

^^^ 

M    / 

>             r^ 

2j 

r^i 

n  t 

17 

1 

lu 
II 

H 

1       1 

i                   i 

n  ( 

^        ••                i 

1               J 

2          I 

J       l 

j         rd 

-&i£ 

/ 

J   J   * 

"^              83 

*           rJ 

rJ         S 

•^•^^^ 

Counterpoint  at  the  twelfth  below. 


/\        \-~            \ 

JM-I  ,*    r 

1  r    »  3h* 

r^ 

\ 

t(v\     '           r^ 

**H^ 

'             r  T^ 

1      1 

532 

1       ' 

1      1       1 

J 

s  —  " 

n 

^2 

f^j 

^—  , 

H 

^^ 

^^ 

K 

17 

lu 

rr-^ 

^3  — 

fr^F\ 

^^M 

h> 

M    ^ju 
3  —  HE 

^  —  1 
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In  this  last  example  the  counterpoints  at  the  tenth  and  twelfth. are 
combined  with  good  effect.  Other  examples  of  this  combination  will  be 
given  at  the  end  of  the  volume. 

EXAMPLE  III.     For  four  voices,  from  Fux. 


A    {*                    n     rj> 

2        r    «  (•  r 

i            r  *  P  r 

fin  *  *                           i 

I     r   r 

i        >    i        P  r 

fin 

I          ' 

•        i    ' 

Hi     i 

^~^ 

^->      ^^          ^^ 

H    (r                 " 

^ 

\-^      r 

1        i 

j|  /          ' 

s  s                      —  , 

f                   ^^                   f     ^ 

i                 ^ 

r^^j    *              ^ 

yff                                                   1           ^^        f*f*) 

i*  «       J      J  *  P  r 

r         i^                 1  U*"""3H 

fi\\                                                i 

P    rJ      *  * 

i               ltc^' 

\$y                                         I 

i    i        .    r      i    i 

^    r  -^  *      ^ 

ii  i        ^  P  r      i            F 

r^  •     ^ 

^—  \         ^"^                     IC-^i  1 

H   r  r  i          ' 

r      rj 

55I32ZE 

h  r 

i       i 

P    i                1 

Counterpoints  at  the  tenth  and  twelfth,  transposed. 


|7T\    V 

*                    /"-t>     r"-^ 

^        r    *   P   r 

i                r    -   P   r 

'          .          F-*     f 

1      P 

1          '1          P 

"  r                         !•        ' 

1      1      ' 

1     I     1     ' 

f     i 

1 

~jf\    f 

^                 i 

•i                    _^^^ 

mt\\     \ 

j 

C-^ 

SZZZ2                S 

v>y 

iii                              .    i                                 i               ^                          > 

H                                  i 

_    r    P    ^                     a. 

w* 

*        ^^                 ^^^^j 

^^         r          J  P  - 

i      P    J    W  P 

^/                    /^j     *—-^ 

1      *    *  ^ 

!      '      i      i      r     P   ^ 

ire. 

r-                       1                                   i 

yy\.     . 

(PVJ 

<-~D                            ^V                       1 

ii/"  f 

$                 i 

• 

rj      P^ 

\^^      X 

j 

.....  ....        .      J 

134 


THE  PRINCIPLES  OF  COUNTERPOINT  AND  FUGUE. 


Er  rj 

P  -           J  P  p 

r  p 

I1OH          1 

r  P   rJ     *  * 

VY                 '    i. 

II                                             V                     X                                         I 

1     1 

1 

_X           i                            l 

i           i 

/If*             1   J     r  -J   •       ^ 

1 

I 

if"~ji  i 

W  *           I 

~r^  .       J 

\    rt    Q 

t  IC--/  f 

vU       *             L 

—     rJ    «-> 

u            '"      s            \ 

H         <"r>         * 

III         i 

^^-  4 

n                     \  i     P   cd 

J  J                      I  J  p 

*           P  « 

1  >_..!! 

17        -              i 

^    rd      *  * 

1     P 

tot 

l(* 

1     1 

/iN.                 -    P      p*    •        p 

^-^ 

i        i            *r^ 

rj 

r^)-  H»  ,*  p                  r 

rd     T^     r^ 

v^ 

i        r     s 

rJ    S 

17.  Cherubini  regards  such  combinations  of  counterpoints  at  the 
octave,  tenth,  and  twelfth,  as  so  many  species  of  triple  and  quadruple 
counterpoint;  but  this  seems  a  faulty  classification,  as  will  be  seen  if 
we  compare  such  combinations  with  the  examples  of  triple  and  quad- 
ruple counterpoint  given  in  the  next  chapter. 


CHAPTER  XVII. 

Of  Triple  and  Quadruple  Counterpoint. 

1.  TRIPLE  and  quadruple  counterpoints,  as  their  names  import,  con- 
sist  of  three   or   four   melodies   so   interwoven  that   any   of  them  may 
become  a  correct  bass  to  the  others. 

2.  It  has  been   found  impracticable   to   produce  such   counterpoints 
at  the  tenth  or  twelfth.     We  must  therefore   confine   our  attention  to 
counterpoint  at  the  octave.     Examples — 
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Canto  fermo. 
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II.   QUADRUPLE  COUNTERPOINT. 

1. 

.••—  > 

W          ^"f  Li 

< 

9               m 

^ 

&      i^> 

XL 

, 

^              ^-—^ 

2 

^ 

f^ 

— 

n* 

r^         1 

ffh    * 

j 

1*     1 

1 

1 

1             1 

^     No.  2. 

m. 

f 

r^ 

^ 

2      A 

11 

* 

i         - 

I              ^ 

ff 

f^>    •          1 

1  rt         **     V  L  '                                            I 

1  1  / 

II 

J 
fcb 

fo 

. 

3. 

PT»_ 

^^ 

1 

2  « 

I 

?_ 

( 

*[-       tats 

_^-^ 

•              | 

«j           *^  J 

J           <"-i 

1 

rJ 

No. 

4. 

/^\*  if 

1 

r^i         II 

• 

t 

i                 — 

!*        *        J        J 

\                i 

m      P 

>O    i. 

\ 

j 

J             tf        ^r 

r 

138 


THE   PRINCIPLES   OF 


No. 

1. 

<-D                           1 

*              W—m- 

^      2 

K        ^-> 

r 

* 

!        «            -  r 

r^      i 

r^ 

t 

/ 

'       r      1 

l              i 

1 

J 

1 

i         ' 

No. 

/I    df 

3. 

A                  ^^^^^^fc_ 

ii 

^         f*        1        ^      W 

™               II 

mf\\               ^ 

1                              ^^   ^P  ^f 

«s 

rj 

II 

\\  jy                   1 

^^H                                               Jt 

r^> 

II 

No. 

2. 

*    m 

II    1      Ti 

c£i 

i                r^» 

r  r  i*  * 

H    Hi  f 

*~     - 

r"^ 

I                  r~ 

rj 

r»    Bis 

y                i 

1 

1       1 

No. 

4. 

/SY  4t 

i        , 

1         1 

^^_^ 

t^'5Jf  I' 

i                - 

2      ~ 

J 

A      ^         r^ 

V^    fl  ^ 

J 

r     r    *    J 

J    z 

P 

1                        * 

?^J          ^ 

1 

No. 

^   ^T 

1. 

/""D 

V  *> 

*            1*     A 

—      p 

i                r^i           1 

>5       Ti  / 

i               S 

u_—  5          * 

r^ 

r^ 

rrn       *• 

>/ 

I      ^    I 

'            i 

l 

1              I 

No. 

3. 

9  #j+ 

^                      ^**^^^"^ 

1 

/[        TL    f 

±            M           ^^    ^B          —  '                  ^^^* 

- 

2n]              *  *  J 

2 

t^i 

KU 

^^                                  jr 

nr 

1 

No. 
Li 

4. 

•^ 

*      <^> 

r     tt 

^     i*      « 

M 

*     p 

k     ft  / 

s                 ~ 

P      2 

/-^j      PI 

r 

r7^t    t 

y 

i          r 

p* 

1       ' 

1C,  g 

1     i 

l    z  :       ' 

No. 

2. 

X^N'  J* 

rj 

r   i*    « 

l^'B-j*  / 

*        -            P^ 

rj> 

p   ^ 

1^"J 

^^    S  ^ 

j 

1 

COUNTERPOINT  AND   FUGUE. 


139 


No. 
0  tf 

1. 

!^—  } 

y  -  BE  - 

I^Ej 

'i*           &     » 

&      * 

P                i-O 

/*    ff  r 

i                ^ 

\        m             r 

r^      r 

e£ 

ffh      *• 

J 

1        r      1 

1 

"r 

1 

i         ' 

J 
No. 

4. 

m 

.^      ^^ 

pJ         J0 

r      P     * 

M 

i*     r 

•M        4r    7 

)                                     — 

F       9 

<-D        *     r 

i                ' 

i  r      "Hi        ^ 

J 

1                    1 

i            i 

' 

it*     >» 

1          1 

1 

1 

No. 

3'         ^^-. 

/»—  > 

/SV  tt 

*^fcl          r   (^  A 

22 

%^°  4t  r 

—  ^^LJ 

E2 

5 

ft-A 

3  '  — 

No. 

2. 

^ 

/Xy  4t 

—  —. 

f^^j 

r      i*     « 

i 

ICJ.  ft,,  / 

£                «i                        1^^ 

\         "^  - 

1       r     i* 

v^-  if  * 

j 

i 

1        r 

' 

1    i 

1 

No. 

1. 

<••—  > 

JX    H"P  u. 

i*       ~f—m 

^      2 

Xi      5  <" 

^          s 

\        m             r 

r^      r 

Cr 

j 

1        r      ' 
1 

f                 ' 

1 

1           ' 

No. 

4. 

Jr      ^"^ 

f_      _ 

1 

*    i*     F*       \ 

yrT          TL    y' 

^                                   ^ 

2      ^ 

^      ii 

r     -\ 

IIM                    ^ 

j 

I                  r 

r^       r 

1 

^  K 

1 

1                              1 

No. 

u- 

2. 

ff     m 

f~^j 

r^            <*^> 

r      i*     m 

If     tf  rf' 

\                     m. 

[                ^--*^ 

I             r     r 

f^^J 

J                                                       \ 

1      1 

f7 

No. 
in 

3. 

FT* 

H      +r 

p  ^            !  ^>* 

I 

i 

*    r    \   r   *  4 

1 

-_v 

- 

II  /    J*        \ 

U         **  J 

<^l 

T    2 


140 


THE  PRINCIPLES   OF 


No.  1. 


S\      tt-f 

t             "^  ^ 

E; 

» 

r^     r 

E          1 

fin         *• 

j 

i 

i        • 

1              1 

J 
No. 

2. 

i^    •• 

Ill      ir 

C2 

-J-' 

-  —  , 

r      i* 

1  UJ         4"f    /^ 

i         - 

^-^ 

"  i  ~ 

* 

^j 

P^        ***    5 

y                         ! 

1        1 

I  / 

No. 

4. 

JH 

^       <^3 

§B 

* 

ff     ^ 

il     P 

P 

2 

<^3             1* 

* 

i                 1 

S     ^ 

j 

' 

E*     r 

1        ' 

B 

• 

i       i 

No. 

ILJ           u, 

3. 

^§  r^  —  ' 

a" 

^-5T 

*   r  fp  ^JTl 

—  — 

z~a    v 

1       Q              *  J 

^  j 

2? 

No.  3. 


No.  1. 


E 


No.  2. 


No.  4. 

Si 


COUNTERPOINT   AND    FUGUE. 


141 


No.  3. 


f\               U        f 

Fl§| 

1 

r  ^ 

^-^ 

II 

HE     *    i 

^E 

~~^ 

BE 

SB 

II 

Er 

No. 

^ 

2. 

W         <ff  U. 

i*^-> 

p     ^ 

/T      3    f 

i         _ 

"^ 

EZ 

^~~, 

I       r      P     * 

(M) 

j 

^2 

i                 r 

'      j 

No. 

1. 

W     *it 

| 

i 

<—  D               n 

•M             „•*          / 

'                 r^ 

M 

«    i* 

r^        n>       II 

II   /      Jif     TL  \. 

^                2. 

2J 

r 

r^        r 

P^          1 

1  1  1*    J* 

^^         1 

1 

1            " 

No. 

4. 

LJ       St 

Ii 

.        | 

f^          1 

LM        rf*~  7 

* 

^ 

J 

ZZ3EZZS 

II  /    *HI  ll  ^ 

J 

\ 

r    * 

j 

J     Z 

r    i 

ll{*  is  ^ 

\ 

: 

II1           l 

No.' 

4f 

3. 

^i^P  •^ 

lr     "TrLji 

L  I     r 

^—  ^ 

f^^ 

i 

/L      ft     ^ 

i 

r  i* 

—  -^ 

C—^ 

-              | 

ul)         ^~ 

y      1                        U, 

•^ 

r 

t—^' 

<j 

l 

No.' 

1. 

\ 

i/   Irj. 

1 

, 

l 

^T          •     f 

I 

^ 

i  ^ 

J. 

J     J 

^           \ 

ff\^\           V 

7                               ^"-^ 

* 

• 

cd       * 

^J 

v  )y 

• 

No. 

4. 

1  C?        ff 

II 

,       1 

ru         11 

IP^           Jr  LI.  /[ 

i                • 

* 

1 

«     i*       r^         \\ 

j~7  jf  il  v 

j 

r 

^     a 

J      2 

r  r          i 

It  (*  ^«f  ^ 

^^ 

<rJ        ^ 

i     '       ii 

No. 

2. 

I       , 

(^•"Bu^T 

i        _ 
" 

_-j 

m      ~ 

v^  «  i 

^"_j 

"--^ 

2 

r    r    *    J 

142 


THE   PRINCIPLES   OF 


No.  3. 


/[      5    f 

F^W                                          ^ 

c?                   f"^' 

• 

rrn        ^ 

SD 

v  / 

^^<*J 

1 

J 

No. 

0  tf  fl- 

4. 

y  fe* 

1 

i 

/T     u   / 

A                              — 

J 

31 

J  i  J     r-^ 

(M) 

J 

*     *     J 

j    j 

* 

*     *- 

• 

i 

No. 

1. 

«J4 

1 

i 

.*^-i 

iH1^  ^" 

m             p     m 

J          m      W- 

J*    TL  v 

r    j  r   r 

fj      r    I 

e 

Jfc     *n 

i     *  \ 

1       1 

1 

No. 

2. 

x^\»  j^  fl 

i 

i 

1        1 

l€/'  Jf  Li        /^ 

5        - 

a 

Cm      J 

^^-^        jj        V 

y                                  rJ 

s       ^j 

r     *     J 

No.  3. 


No.  4. 


^^^-^^=^\^^-^ 


No.  2. 


£=-r-f-r-r 


Sifetzti 


No.  1. 


^  r  rT^^I^^  =p= 


COUNTERPOINT   AND   FUGUE. 


143 


No.  3. 


A       JC3B      -      r  1*    «  J          i 

• 

- 

tsc               *  j 

rd 

rj 

- 

SB             '               ***                 ^  * 

& 

tT 

No.  2. 

f—\ 

tf>     « 

ii  i                              f^ 

r^           f^) 

r      i*     « 

H     -H1  ^*        —            i 

1              1       "* 

r^ 

n    "  *  y                   ' 

1       1 

No.  4. 

ii  i  ii      i 

~ 

t          1 

—       r^         1 

H  *#  f\*              ™ 

r      i*     J 

J     J 

2     i* 

K    f-  E2 

i               * 

CJ           * 

II  /          • 

1       I 

1        '                         1 

No.  1. 

/sv  +r      i 

i 

II 

r^>                         1 

(e>.  5^  |B                  r-, 

2             p      — 

.     * 

p*           ,--, 

v^-  21  VL/                  cv 

i       J           r 

rJ        r 

P^ 

No.  2. 


vT               /"Ii           H               f  ^ 

E:        ,T3 

r    r    (•    « 

ut)          Ny 

P 

'          r    r 

rj 

1 

. 

1 

No.  4. 

Jt 

i/    Jfu.           i  • 

i     i 

1       1 

^L                           /l^                                         ™ 

, 

J     r^ 

ffl^                         ^-    -^ 

«    J 

J   w 

w     * 

>5  Jy 

3      * 

1 

No.  3. 

Pjf                                     ^     2   ^ 

i 

—  -j 

^  i            h«               ^^                                 ^^     ^^      ^ 

r^? 

Q^ 

J 

V     ^           1                    ^^*^                 ^b                                ^^ 

r-J         r 

"                                                              ^^**^^^fc 

I 

No.  1. 

1^-    ft 

1 

_^^—  ^ 

tH--^^  tf-                   n 

P          i*    « 

«        P 

p         ,.--, 

DL  4t  «  IB             ° 

J         c: 

rJ  ,      f 

p  .. 

144 


THE   PRINCIPLES   OF 


No.  J 
n  **•  ft 

J. 

lr      4r  i^ 

x^-> 

p     « 

i 

vT       ll      ^ 

*      -        r^ 

1       r      i*     * 

frn          ^ 

7               r 

1              f-* 

r 

^^ 

v  U 

1 

i 

No.  ( 

Lfc        if 

j. 

||       j           "(1        ff 

1     r~    i^^  ^t 

1 

—  ^ 

|^J           ^Jfif                f 

^    M     ^^           ^  ^^  .^ 

^—^ 

•i 

\r^         if         V 

^^>      ^^j 

r~/ 

^^*^^^^te 

1 

No.  4 

k 

ILJ       12 

1        1 

|             I 

—  -^ 

•tt              JfUi       /" 

3E 

2       ^ 

1 

m       9 

I/   4f  5  ^ 

^ 

1          P       *       J 

1           J       2 

r   r 

lit*   ji   ^ 

1          i 

No.  1 

L. 

1  Iv             Jjl 

i 

i 

—  —  . 

1  P^                Jf  LJ.         f 

2                   1F__— 

1        i     2 

C—  ^       ^^^ 

F~7    if    TL    V 

J                                   *~~^ 

J  r    r 

rJ       f 

C-^ 

IIC*    2*    "^ 

1         *     1         ! 

1 

No.  i 

o  fl  H 

I. 

Jr     -tt    / 

**"~3 

ii     ^ 

*      -        r^ 

r      +     m 

w/\\      ^       v 

>                f 

f^-5 

f 

^^ 

v-  / 

i 

' 

No.  4 

L 

1 

1       1 

1                      1 

xT    ff    f 

*                • 

J 

I 

J       rj* 

ffn           ^~ 

j 

9       J 

J     J 

^     ^ 

^  / 

G           ~ 

I            1 

No.  ] 

L 

tt—          S* 

1 

—  ^ 

i                              ^-—  » 

2              0      ^ 

«      i* 

t^                   ^*~1 

7                                ^"^ 

r    j        r 

rj      f    r 

\^ 

I*  ^*    if 

1        *     ! 

\     \ 

J 

No.  J 

5. 

XjjTN*  4^     ^T 

u          r  i*  ^ 

1 

I  ^5x«  Jf^         ^ 

>   r            ^  i*  ^ 

^ 

n 

- 

tf     *• 

-^   LCTf- 

^^" 



1 

COUNTERPOINT  AND   FUGUE. 


145 


No. 

0  fl  # 

2. 

jtSZ; 

—  —  -, 

2      i 

XL    5    f 

*       —         r^ 

p-  '               <^^~> 

r      P     * 

ifn         *• 

v 

1                           r-^ 

1           i      r 
1 

f^j 

'                           1 

NO.  : 

P^ 

L 

l                           i 

i 

i        i 

ii 

r 

i 

J              \         J         J 

J    J 

pa 

t 

y                       <T^ 

• 

^d          * 

i          ^^ 

• 

1                         M 

No.  < 

t. 

f^         Jrfi 

1              , 

i         l 

^3                 1 

lin          ify.      f 

I 

2      i 

l 

«     i*       r^ 

1   /     J*     JT      \ 

J 

1        ^      *      J 

1          J      * 

P 

It*!*11" 

1         ;                   * 

1       '                      ' 

NO.  r 

I 

•^ 

/2v  4t  1j 

r  P  * 

[  C/»  3*1^      /" 

*  r    Li    r  i*  * 

rd 

r~^j 

•j 

^-L^                                    V 

y  '     ^*     L*L'    ^ 

gg         S 

No.  S 

o  *  q 

> 

J*  D 

n 

~f-     <*      M 

Jr    -n 

s 

r^i 

P      * 

!          _              1 

1                 f 

1 

w/\\                 V 

1 

1          1 

XJ1  I/ 

No.  £ 

1. 

1*       "fTij. 

_                 ^^*^^"^ 

. 

/i  —  5    r 

£       f*         '        (^       tf                ^^^ 

™ 

^^  ^F   ^ 

i3 

^^ 

532 

kj             +  * 

2           ^ 

No.  1 

. 

II  1     ir     M 

-«         !     ^  -  - 

r-? 

1  LJ     ^it1        / 

»              r^ 

r             r      i* 

.^>      i*    r 

1               '^? 

[••^        ^f        \ 

* 

f^ 

1 

1  f 

1             '       1 

\         ' 

No.  ^ 

k 

(i&\*  "H*  U 

f-2        II 

IC^»  if  ix*^     |" 

*¥                       ^ 

3E 

1 

-*  —  *  —  5 

u 


146 


THE  PRINCIPLES  OF 
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In  this  last  example  the  four  melodies  have  been  arranged  in  every 
one  of  the  twenty-four  possible  ways,  and  it  will  be  seen  that  the 
harmony  is  equally  perfect  in  each. 

3.  Counterpoints   may  also   be   constructed   with   one   or   more    free 
parts,  added  to  fill  in  the  harmony,  but  not  forming  an  integral  portion 
of  the  scheme.     Or  the  extra  parts  may  be  in  double  counterpoint  with 
one  only  of  the  other  parts,  so   as  to  be  connected  partially,  not   com- 
pletely,  with   the   whole   contrapuntal   arrangement.     This   is  generally 
the  case  when  the   harmony  is  in  more  than  four   parts;    for   although 
quintuple   and   even  sextuple    counterpoint   is    possible,    yet   it   is    too 
cumbrous  a  structure  for  frequent  use. 

4.  Counterpoints   also   may   be   devised   by  contrary   motion,   or   by 
augmentation   or    diminution,   or  by    retrogression.     The    student    will 
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probably  by  this  time  be  able  to  elaborate  these  for  himself,  and  is 
advised  by  all  means  to  make  the  attempt.  The  rules  for  counter- 
point at  the  octave,  tenth,  and  twelfth,  joined  with  those  for  the 
various  kinds  of  imitation,  will  amply  suffice  for  his  guidance.  He 
will  also  find  some  good  examples,  to  assist  his  endeavours,  at  the  end 
of  this  treatise. 


CHAPTER  XVIII. 

Of  Fugue. 

1.  OP  all  kinds  of  musical  composition,  none  perhaps  is  so  important 
as  the  art  of  fugue-writing.     To  this   point    all  that   has  hitherto   been 
said  in  this  treatise  is  intended  to  lead  up.     It  is  now  time   to  enter 
upon  it. 

2.  The   question   is   often   asked,   What   is   a  fugue  ?   and   it  is  not 
easy  to  give  a  concise  definition  in  reply.     Perhaps  the  best  description 
of  a  fugue  will  be: — "A  regular  piece  of  music,  developed  from  given 
subjects   according   to    certain   strict    contrapuntal   rules,   involving   the 
various  artifices  of  imitation,  canon,  and  double   counterpoint,  and  con- 
structed according  to  a  certain  fixed  plan." 

3.  Fugues  are    of   various    kinds : — (I.)   Tonal    fugues ;   (IT.)  •  Eeal 
fugues ;   (III.)  Fugues  of  imitation.     And  each   of  these   may   be  sub- 
divided   into : — (1)   Vocal ;    (2)   Instrumental ;    and  (3)    Mixed    fugues. 
And  then  again  there  are  certain  fugues  which  take   their  names  from 
the  particular  sorts  of  counterpoint  on  which  they  are  built — e.  g.  fugues 
"alia  decima,"  "alia  duodecima,"  fugues  by  augmentation   or  by  dimi- 
nution, &c.,  all  which   are  merely  varieties   of  the  fugue   of  imitation. 
It  will  not  be  necessary  to   discuss  all  these  varieties  in  this   place. 
Let  us    enquire,  rather,   in    the    first   place,   of   what    principal    parts 
a  fugue  consists, 
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4.  The  necessary  parts  of  a  fugue  are — 

i.  The  subject. 

ii.  The  answer, 
iii.  The  counter-subject, 
iv.  The  stretto. 

To  which  may  generally  be  added — 

v.  The  codetta,  or  conduct,  or  copula. 

vi.  The  episode, 

vii.  The  pedal, 

viii.  The  coda. 

ix.  The  canon  (or  stretto  maestrale). 

Lastly,  in  its  structure  the  fugue  demands  special  care  as  to 

x.  The  exposition. 
xi.  The  counter-exposition. 

All  these  different  constituents  will  have   now  to  be  separately  con- 
sidered. 

The  subject  and  answer  will  require  a  chapter  to  themselves. 


CHAPTER  XIX. 

Of  the  subject  and  answer. 

i.  THE  subject  is  the  theme  or  chief  melody  on  which  the  whole 
fugue  is  based.  It  should  be 

(a)  Of  moderate  length ; 

(/3)  Free  from   modulations,  except  into  the   dominant  of  the  prin- 
cipal key  of  the  piece ; 

(7)  Of  such  a  character  as  to  be  easily  recognized,   whenever  it 
recurs. 

ii.  The  answer  is  the  correlative  of  the  subject.  The  relation 
of  the  answer  to  the  subject,  in  fact,  determines  the  whole  character 
of  the  fugue. 

Essentially  and  primarily  the  answer  may  be  regarded  as  a  trans- 
position of  the  subject.  But  it  is  only  so  under  certain  conditions  and 
with  certain  reservations. 

In  order  to  understand  these  conditions  and  reservations,  it  should 
be  borne  in  mind, 

(a)  That  the  key-note,  or  first  degree  of  the  scale,  is  called  the 
tonic. 

x 
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(/S)  That  the  fifth  degree  is  called  the  dominant. 
(7)  That   the   answer   is  to  be   regarded  from  a  melodic,  and  not 
from  a  harmonic  point  of  view,  as  to  its  correct  formation. 

iii.  The  following  rules  will  enable  the  student  to  form  a  correct 
answer  to  any  given  subject.  They  are  slightly  curtailed  from  Eeicha's 
"  Traite  de  Haute  Composition,"  vol.  ii. 

(a)  When  the  subject  begins  on  the  tonic,  and  does  not  modulate 
into  the  key  of  the  dominant,  the  answer  is  simply  formed 
by  transposing  the  subject  a  fifth  upwards,  or  a  fourth  down- 
wards. 
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EXAMPLES. 

-i 

r^ 

1             <-"D 

i 

>T    /U        — 

ria 

E* 

J   w 

^  ^                            9C 

tfh  tc 

P      i 

rJ 

sizatz 

f 

Answer  1. 
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Subject  2. 


3^^ 


Answer  2. 


The  dominant  answers  the  tonic,  and  the  tonic  the  dominant, 
at  the  beginning  and  end  of  the  answer.  This  rule  is  in- 
variable. 
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Subject  3. 
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Answer  3. 
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Subject  6. 


Answer  6. 


In  these  examples  the  answer  is  no  longer  a  simple  transposition 
of  the  subject.  In  Nos.  3  and  5  the  answer  has  to  extend  over  the 
range  of  a  fifth  instead  of  a  fourth.  In  Nos.  4  and  6  the  converse  is 
the  case.  Hence  the  necessity  for  a  slight  change  of  melody  as  is  here 
shewn.  The  answer  should  never  vary  its  intervals  in  transposition, 
except  when  thus  compelled  by  the  exigencies  of  what  is  called 
"  tonality."  The  variation  of  interval  thus  introduced  hardly  ever 
exceeds  one  degree. 

(7)  Whenever  the  subject  modulates  from  the  key  of  the  tonic  into 
that  of  the  dominant,  the  answer  modulates  from  that  of 
the  dominant  into  that  of  the  tonic.  This  is  a  corollary  of  the 

last  rule.    , 

x  2 
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Subject  7. 
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Modulation  into  Bb. 
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Modulation  into  Bb. 
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Modulation  into  Eb. 

In  the  last  specimen  the  modulation  in  reality  begins  at  the  second 
note,  and  is  answered  accordingly; 

Sometimes  only  the  last  note  need  be  altered  from  strict  trans- 
position, or  perhaps  the  last  two  or  three. 


Subject  9. 


EXAMPLES. 
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Answer  9. 
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ra  ! 


Subject  10. 


Answer  10. 


If  the  subject  goes  from  tonic  to  dominant  and  lack,  or  from  domi- 
nant to  tonic  and  back,  the  answer  must  reverse  the  process,  thus 
involving  two  altered  intervals  instead  of  one. 


EXAMPLE. 


Subject  11.    ((/ 
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Answer  11. 
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*») 


And  this  must  be  especially  attended  to,  when  the  change  to  the 
tonic,  or  dominant  (as  the  case  may  be),  is  emphasized  in  the  subject 
by  a  longer  note  than  the  rest,  or  by  any  other  peculiarity  in  the 
melody. 

EXAMPLES. 
Subject  12.  x  ^  ^ 


J=^=J£ 


^E 


Answer  12. 
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Subject  13. 
_Q_ 


£ 


3 


&£ 


& 


Subject  1,4. 


Answer  14. 


Subject  15. 


Answer  15. 


(§)  It  is  not  allowed,  in  making  the   answer,  to   change  the   value 
of  the  notes  of  the  subject. 
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,                  r^>   r^>             —                   <o                _ 

^-~> 

I 

r  > 

•  c 

r^  *  r     n> 

XL      f 

'* 

rj> 

t-^ 

—  --, 

I       ' 

VF 

^--^ 

Subject  17. 

n  it 

Right.                                  Wrong. 
Answer  17. 
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Wrong. 


The   only  exception   is  when   the    subject  begins  with   a   semibreve, 
which  may  sometimes  be  answered  by  a  minim. 
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Subject  19. 


EXAMPLES. 

Answer  19. 
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This   rule,  however,  does  not  apply  to  the  last  note  of  the  subject, 
which  may  be  curtailed  or  prolonged  in  the  answer. 

(e)  The  interval  of  a  diminished  seventh  is  never  altered. 


EXAMPLES. 


Subject  21. 


Answer  21. 
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Subject  22. 


Answer 
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Chromatic  subjects  present  some  difficulties.  The  best  way  to 
discover  the  correct  answer  is  first  to  turn  the  subject  into 
a  diatonic  melody,  and  to  find  the  proper  answer  to  it.  The 
answer  thus  found  can  then  be  easily  turned  into  a  chromatic 


one. 


EXAMPLE. 


Subject  23  (i.). 
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This,  if  made  diatonic,  becomes — 
Subject  23  (ii.). 


ZZ2I 


-&- 


The  correct  answer  to  this  diatonic  subject  is — 

Answer  23  (ii.). 

-frHr 


When  changed  back  into  a  chromatic  answer,  it  becomes — 
Answer  23  (i.). 

J  H,J 


which  is  the  correct  answer  to  No.  23  (i.). 
Subject  24. 
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(»?)  Sometimes,  but  rarely,  the  answer  is  made  by  contrary  motion, 
constituting  a  "fugue  by  inversion." 
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Subject  27. 


EXAMPLES. 


Answer  27  (by  inversion). 


Subject  28. 
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28  (by  inversion). 
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(0)  There  are   also  instances   of  answers   by  augmentation   and   by 

diminution,  but  they  are  practically  of  little  importance  ; 
thev  therefore  need  not  be  discussed  in  this  place. 

V 

(1)  According  to  modern  phraseology,*  a  fugue  with  a  subject,  the 

answer  to  which  gives  every  interval  by  exact  and  simple 
transposition,  is  called  a  real  fugue  ;  while  one  with  a  sub- 
ject, the  answer  to  which  involves  the  variations  we  have 
been  explaining,  is  'Called  a  tonal  fugue.  Thus  a  fugue  on 
this  subject — 

*  In  the  early  days  of  counterpoint  a  tonal  fugue  was  one  in  which  the  relations  of  the  subject 
and  answer  were  governed  by  the  old  Church  modes,  of  which  each  authentic  mode  had  its  related 
plagal  mode.  It  is  needless  to  explain  the  old  Church  scales  here,  as  it  is  no  longer  customary  nor 
desirable  to  write  in  them.  Their  day  is  past.  Those  who  wish  to  study  such  music  as  a  curious 
matter  of  antiquity,  are  referred  to  the  first  part  of  Padre  Martini's  admirable  work  on  Couutcrpoint, 
to  which  reference  has  already  been  ma;le ;  also  to  Fux's  "  Gradus  ad  Parnassum." 

Y 
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Subject  29.  Answer  29. 


would  be  called  a  real  fugue,  while  one  on  the  following- 
Subject  30. 


*3r=^E^ 


would  be  styled  a  ftm02  fugue. 

(K)  An  additional  rule  may  here  be  given  for  the  guidance  of 
those  who  may  have  a  difficulty  in  deciding  on  the  exact 
place  where  to  introduce  the  necessary  modulation  in  a  tonal 
answer.  (It  is  taken  from  Mr.  Banister's  very  excellent  little 
manual  on  "Music,"  London,  1873.)  The  alteration  "should 
be  always  made  in  quitting  or  approaching  the  tonic  or 
dominant." 

iv.  At  the  end  of  this  volume  will  be  found  a  large  selection  of  sub- 
jects of  all  kinds,  with  the  correct  answers,  partly  original,  and  partly 
extracted  from  Fdtis,  Keicha,  and  other  works,  -^p.  at,*, 


CHAPTER   XX. 

Of  the  Countersubject  of  a  Fugue. 

1.  THE    countersubject    is    a    supplementary    melody,    intended    to 
accompany  the  subject  and  answer. 

As  this  accompaniment  must  sometimes  be  placed  in  an  upper,  and 
sometimes  in  a  lower  part,  it  is  absolutely  necessary  that  the  subject 
and  countersubject  should  be  contrived  in  double  counterpoint,  generally 
in  double  counterpoint  at  the  octave. 

2.  Cases   sometimes   arise   in   which   variations   in   the   intervals    of 
the   countersubject   are   rendered   necessary,   according   as  it  is   used  to 
accompany  the  subject  or  ansiver  in  a  tonal  fugue. 


EXAMPLE. 


Subject. 
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Countersubject. 


y  2 


164  THE   PRINCIPLES  OF 

Answer  to  countersubject. 
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j  FJ 
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n 
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*  r 

1 

Answer  to  subject. 
Here  the  varied  intervals  are  marked  with  a  *. 

But  in  the  majority  of  cases  snch  alterations   of  the  countersubject 
will  not  be  required. 

3.  When  the  subject  and  countersubject  enter  simultaneously  at  the 
very   commencement   of  a   fugue   (as   if,  for  instance,  the   last   example 
were   the   opening  of  one),  then  the   countersubject   is  looked   upon   as 
a  second   subject,  and  is   treated  exactly  in  the   same  way  as   the  first 
subject   throughout  the  piece.     In  such  a  case  the  fugue  is   said  to  be 
a  fugue  "of  two  subjects."    But  when  the  countersubject  does  not  make 
its  first  appearance  till  after   the   subject  has  been  given    out  by^ itself, 
then  it  is  not  treated  with  the  same  rigour,  but  may  be  slightly  altered 
and  varied   in  the  course   of  the  fugue,  should  such  treatment  be   con- 
venient. 

4.  There   may  be   more  than  one   countersubject  in   a  fugue,  and  if 
they  all  begin  together  with  the  first  subject,  the  fugue  is   said  to   be 
"  of  three  or  four  subjects,"  as  the  case  may  be.     But  there  ought  not 
to  be  as  many  countersubjects  as  there  are  parts.     The  subject  and  its 
countersubjects  should  always  be  written  in  correct  double  counterpoint. 
If,  however,  the  various  countersubjects  are  only  introduced  successively, 
and   not   as   concurrent   subjects,  we   need   not   be   so   strict   in   having 


COUNTERPOINT   AND   FUGUE. 


165 


them  all  in  double  counterpoint,  as  they  need  never  be  all  heard 
together.  The  double  counterpoint  may  be  at  the  octave,  tenth,  or 
twelfth,  or  indeed  at  any  other  interval ;  but  the  most  useful  as  well 
as  tha.t  most  commonly  employed  is  double  counterpoint  at  the  octave. 
It  is  often  very  advantageous  to  choose  a  countersubject  which  will 
work  equally  well  in  two  or  more  kinds  of  double  counterpoint ;  but 
such  countersubjects  are  not  easily  found. 

5.  Sometimes  a  few  notes  are  subjoined  to  the  subject,  though 
they  do  not  really  form  an  essential  part  of  it,  in  order  to  lead, 
melodiously  into  the  countersubject.  Such  an  interposed  passage  is 
called  a  "codetta^  or  "conduct."  The  following  is  an  example  of  the 
opening  of  a  two-part  fugue,  including  the  subject,  answer,  counter- 
subject,  and  codetta. 


Codetta     i 

Answer  to  countersubjeet. 
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Codetta 


Codetta. 
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&C. 


tersubject  in  G 


CHAPTER  XXI. 

Of  the  Stretto. 

1.  "STRETTO"  is  an  Italian  word,  derived  from  "stringere,"  "to 
bind  together." 

In  a  fugue  the  stretto  is  an  artifice  by  which  the  subject  and 
answer  are,  as  it  were,  bound  closer  together,  by  being  made  to 
overlap- 

An  example  will  best  shew  how  this  is  done. 


Subject. 


Counterpoint.   '  ^ 
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(in.) 


Subject. 


&c. 


At  (i.)  we  have   the   opening  of  a  fugue  with   its   subject,  counter- 
subject,  and  answer,  regularly  set  out. 

At  (ii.)  we  have  the    first   stretto,    when    the   answer  comes  in  two 
bars  before  the  end  of  the  subject. 

At  (iii.)  we   have   the   second  stretto,  which  is   still  closer,  for  here 
the  answer  follows  the  subject  at  the  distance  of  one  bar  only. 

2.  It   is  not   always  that   a   subject   will  yield   strettos   of  different 
degrees  of  closeness,  such  as  that  in  the   last  example ;   but  when  it  is 
possible,  it  is  desirable  to  let  the   stretto  get  closer   and  closer  at  each 
recurrence.     Nothing    adds    so   much   to    the    interest    of   a   fugue    as 
a   well-considered   arrangement   of  strettos;   and  therefore   those  fugue- 
subjects   are    the   best   which   lend  themselves    most   naturally   to   this 
mode  of  treatment. 

3.  If,  however,  a   fugue-subject   will   not   produce   a   stretto   in   the 
ordinary  way,  it  is  sometimes  possible  to  get  one  by  commencing  with 
the  answer,  and  then  letting   the   subject  follow  it  in  stretto.     This   is 
always  allowable,  when  no  other  method  can  be  made  to  answer. 

4.  There   are,   moreover,   certain    unmanageable    subjects    which   will 
not  produce  a  stretto  even  in  this  last-named  way.     In   such  extreme 
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cases  of  difficulty  the  only  resource  is  to  alter  the  notes  of  the  subject 
and  answer,  so  as  to  enable  them  to  work  in  stretto.  But  no  alter- 
ation may  be  made  in  the  subject  till  after  the  entry  of  the  answer, 
nor  in  the  answer  till  after  the  entry  of  the  subject. 

5.  Very  often,  by  slightly  altering  either  the  subject  or  the  answer, 
a  Tegular  canon  can  be  made  out  of  them.     Such  a  canon,  regarded  as 
a  stretto,  is  thought  greatly  to  heighten  the  interest  of  a  fugue.    It  is 
called    by   Sala    and   other   Italian    contrapuntists    "  stretto  maestrale " 
(or   "  stretto   magistrale,"   for   both   words   occur   in   Sala's   work),    and 
is  always  reserved  for  the  concluding  portion  of  the  fugue. 

6.  It  sometimes  happens  that  the  subject  or  answer  may  be  worked 
by  inversion.     Hence  arise   strettos  by  inversion,  which  occasionally  are 
very  effective.     Of  these,  as  well  as  of  other  peculiar  kinds,  examples 
will  be  found  at  the  end  of  this  work. 


CHAPTER  XXII. 

Of  Episodes,  the  Pedal,  and  the  Coda. 

1.  IN   ordinary  fugues   it  is   neither  necessary  nor   indeed   desirable 
that  the   subject  and  answer   should  be   heard   continually  and  without 
relief    from    beginning   to    end.     There    are,   it    is    true,   certain    very 
rigorously  contrived  fugues    in  which  such   continual   recurrence  is  pre- 
scribed ;   but   as   a   rule,  and   in  the   interest  of  variety,  it  is   usual  to 
allow  a  certain  number  of  bars  to  intervene  from  time  to  time,  by  way 
of  relief  to  the   ear,  after  which   the   subject  is   resumed,  generally  in 
stretto. 

2.  The  intervening  bars  thus  introduced  are  called  episodes.     These 
may   either  be    totally   unconnected   with   the   fugue-subject,   so  as   to 
afford  a  strong  contrast   to  what   precedes   and  follows  them ;   or  else, 
which   is   far  better,   they  may   be   composed   of  imitations   and   other 
contrapuntal  artifices,  formed  out  of  fragments  of  the  subject,  counter- 
subject,  or   codetta,  and  varied  in  every  possible  way,  according  to  the 
taste  and  ingenuity  of  the  composer. 

3.  In   order  to   shew  how  much  may   be   done   in   this  way,  let  us 
take   the   subject,  answer,  countersubject,  and   codettas   of  the   example 
in  Chapter  XX,  sect.  5,  and  see  how  many  such  imitations,  or  develop- 
ments, we  can  make  out  of  them,  by  way  of  episode. 
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L  From  the  subject. 
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Here  there  are  imitations,  both  direct  and  by  inversion. 
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(/3)   From  the  third  and  fourth  bars. 
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(7)   From  the  fourth  and  fifth  bars. 
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ii.   From  the  first  codetta. 
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(/3)   Inverted  imitation. 
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Augmented  imitation. 
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iii.  From  the  countersubject. 
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(a)  From  the  first  two  bars. 
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Here  the  imitation  is  first  direct,  and  then  inverted. 
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Here  likewise  direct  and  inverted  imitations  are  combined. 

4.  These  examples  will  suffice  to  shew  how  much  may  be  done  by 
taking  fragments  of  the  constituent  elements  of  the  fugue,  and  working 
them  up  into  episodes  of  imitation.  Sometimes  again  they  may  be 
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combined  in  canon,  or  in  double  counterpoint  of  various  kinds ;  so  that 
there  is  never  any  lack  of  materials  for  fugal  development. 

5.  If  the   fugue  is   chiefly  made  up  of  such   fragmentary  materials, 
and  the   subject  and  answer   are  not   treated  with  the   regular   severity 
of  a   real  or   tonal  fugue,  it  is   called   a   "fugue   of  imitation"  a  kind 
of  fugue  which,  though  of  inferior  value  from  a  scientific  point  of  view, 
is  very  convenient  for  adoption  in  cases  of  frequent  occurrence. 

6.  Towards   the   end  of  a   fugue   it   is  usual   to   place   a   dominant 
pedal.     This  (as  has  been  explained  in  the  "Treatise  on  Harmony")  is 
a   sustained   bass   note,    on   which   can   be   built   many   discords   which 
could   not   otherwise    be   introduced.     In   a   fugue   in   two    parts   it    is 
obvious  that  no  pedal  can  be  introduced ;  but  in  one  of  three  or  more 
parts  it  should  be  considered  almost  essential. 

7.  On    the    pedal   the    closest    strettos    and    imitations    should   be 
brought   in.     Indeed   it   sometimes  happens   that  the   harmony  involved 
in   the   stretto   is   such  that   it   can   onlv  be   available  with  the   aid  of 

it 

the  pedal. 

8.  The  fugue  often  terminates  with  a  lengthened  plagal  cadence,  and 
this  is  occasionally  introduced  on  a  tonic  pedal;  but  generally  no  tonic 
pedal  should  be  admitted  unless  the  dominant  pedal  has  been  previously 
heard 

9.  After  the  dominant  pedal  the  final  episode  should  be  introduced. 
Of    all   the    episodes   in    the    fugue,  this    ought   to   be   the    closest   in 
imitation,   and   the   most   effective   in   style,   because   it   will   leave  the 
final  impression  on  the  ear.     It  is  called  the  "coda,"  or  "tail-piece,"  of 
the   fugue.     Very  often  the   canonical   stretto   (or   stretto   maestrale)  is 
reserved   for   the   coda,  and   leads   directly  to   the   close.     This   plan  is 
much  recommended. 


CHAPTER  XXIII. 

General  structure  of  a  fugue,  and  the  modulations  of  which 

it  admits. 

1.  HAVING   described  the   various  parts   of  which   a  fugue   consists, 
it  remains  to  give  some  general  rules  as  to  its  form  and  arrangement. 

2.  Every  fugue  must  commence  with  what  is  called  "  the  exposition " 
of  the   subject   and   answer.     By  this   is  simply  meant   the   first  entry 
of    the   subject,   answer,    and   countersubject,   according   to   the    system 
described  in  Chapters  XIX  and  XX. 

3.  The   subject   may  open   the   exposition   in   any  part.     The   older 
fugue   writers   had   a  rule,  indeed,  that  if  the  subject  began   with   the 
octave  of  the  tonic  and  descended  to  the  dominant,  it  should  be  first 
heard   in  the   treble   (supposing   the  number   of  parts   to   be   even),  in 
order  that  the  answer,  which  would  end  on  the  tonic,  might  be  heard 
in  the  bass  ;   thus — 
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If,  however,  the  subject  ascended  from  the  tonic  to  the  dominant, 
it  used  to  be  first  placed  in  the  bass,  so  that  the  answer,  ending  on 
the  tonic,  might  be  heard  in  the  treble ;  thus — 
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But  although  this  custom  is  not  unreasonable,  it  is  of  such  limited 
application,  and  so  liable  to  exceptions,  that  it  may  be  disregarded  in 
modern  practice. 

4.  In   all    regular    real   or    tonal    fugues   the    answer   must   always 
reply  to  the  subject,  in  the  exposition,  either  at  the  fifth  above,  or  at 
the  fourth  below,  as  the  case  may  be,  according  to   the   rules  already 
laid  down  in  Chapter  XIX.     But  in  a  free  fugue  "  of  imitation,"  other 
intervals   than   the  fourth  or   fifth   may  occasionally,  though  rarely,  be 
permitted. 

5.  For   examples    of    expositions   of    various    sorts   the    student   Is 
referred  to  the  end  of  this  volume. 

6.  The   use  and  place   of  the   codetta   has  been   already  explained; 
but  it  remains  to  be  observed  that  after  the  last  entry  of  the  answer 
in  the  exposition,  it  is  desirable  not  only  to  introduce  a  codetta,  but 
to  lengthen  it  out  a  little,  so   as   almost  to  convert  it  into  a  short 
episode,  to   prevent  the  hearer  from  being  too  soon  weary  of  the   per- 
petual recurrence  of  the  subject  and  answer. 

7.  The  next  feature   of  the  fugue   is  called  the   counter-exposition. 
It  is  by  no  means  a  necessary  part  of  the  piece,  but  it  may  always  be 
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introduced  when  convenient,  and  often  produces  a  good  effect.  The 
counter-exposition  is  merely  a  kind  of  reflex  of  the  exposition,  pro- 
duced by  allowing  the  answer  to  lead,  followed  by  the  subject.  In  fact 
it  only  implies  that  the  subject  and  answer  change  places. 

8.  After  the  counter-exposition  the  fugue  should  modulate  into  other 
related  keys.     But   considerable   care   should  be  taken  as  to  the   choice 
of  keys  into  which  modulations  take  place.    The  following  rules  should 
generally  be  observed. 

i.  When  the  fugue  is  in  a  major  key,  we  should  modulate — 

(a)  Into  the  dominant  (major  mode) ; 

(/3)  Into  the  sixth  (minor  mode,  i.e.  the  relative  minor); 

(7)  Into  the  subdominant  (major  mode) ; 

(<5)  Into  the  supertonic  (minor  mode) ; 

(e)    Into  the  mediant  (minor  mode) ;   or,  lastly, 

/(£)  Transiently  into  the  minor  mode  of  the  key,  but  this  only 
to  lead  to  a  pause  on  the  dominant  major,  leading  to 
a  stretto,  or  coda,  in  the  tonic  major. 

ii.  When  the  fugue  is  in  a  minor  key,  we  should  modulate — 
(a)  Into  the  mediant  (major  mode,  i.e.  the  relative  major); 
(/3)  Into  the  dominant  (minor  mode); 
(7)  Into  the  sixth  (major  mode); 
(S)  Into  the  subdominant  (minor  mode) ; 
(e)  Into  the  minor  seventh  (major  mode) ;    or,  lastly, 

(£)  Into  the  major  mode  of  the  tonic,  in  which  we  may  always 
conclude,  if  we  please. 
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9.  These  modulations  are   not   strictly   of  obligation,  nor   need  they 
be   always  followed   exactly    in   the   order  just   laid   down.     But   as   a 
general  rule  this  order  will  be  found  the  most  convenient  and  effective. 

10.  The  student  is  strongly  recommended  not  to  modulate  too  sud- 
denly, too  often,  or  into  extremely  remote  keys  in   this  style  of  com- 
position. 

11.  Modulations  are  best  introduced  by  episodes  of  imitation  ;  these 
often  take  the  form  of  sequences,  or    "  andamenti,"   as  they  are  called 
in  Italy,  and  may  be  of  any  convenient  length. 

Examples  of  Andamenti. 
1. 
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J 


^ 


£ 


jg- — g- 


&c. 


2. 


/^  b     •>                «       1* 

m&ES 

ifn       A      i*      r      i 

«       i*       r 

r 

vU        ^t-       r                i 

P 

i 

t; 
^;    •          ^        Jr^-W-     -*- 

\          1 

J-J  ^ 

/^,-        •  '    -    -       *       P 

l~*  L    •  •      r     r 

Cr       r 

S^E      /             -         1 

1 

-j-^r^- 


3 


f 


.U4 


J-J 


F^^ 


1 


£ 


i^^"^ 

^  — 

^~ 

1  

r~^j 

f^j 

Sr 

5^5       * 

9^ 

I 

ttJ 

:  u 

T     r 

1                       i                             &C. 

/is-                 " 

l^'  i 

—    X^  

• 

—  --=>  it—  — 

^>       • 

184 


THE  PRINCIPLES   OF 


3. 
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12.  It   is   always   advisable   to   introduce   the   subject   or   answer  in 
a  part  which  has  had  an  interval  of  silence.    This  is  especially  desirable 
in  the  case  of  the  stretto,  which  always  comes  in  with  the  best  effect 
after  a  pause  in  all  the  parts. 

13.  The  closest  stretto  should  be  reserved  for  the  end,  as  has  been 
already   observed,    and   especially  if  it   be   introduced   in   canon,   or   on 
the  dominant  pedal. 
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14.  The    dominant    pedal    always    announces    the    termination,    or 
"wind-up,"  of  a  fugue.     The  tonic  pedal  and  prolonged  plagal  cadence 
are  devices  for  closing  the  piece  with  due  effect. 

15.  Care  should  be  taken  never  to  allow  any  part  which  has  been 
silent   for  more  than  one  bar   to  begin  again  except  with  the  subject, 
answer,   countersubject,    or    some    fragmentary    imitation    or    canonical 
episode.     This  precaution  is  often  too  much  neglected  by  inexperienced 
composers. 

16.  Sometimes  an  inverted  pedal  is  admitted  either  in  place  of  the 
ordinary   dominant   pedal,   or   in   addition   to   it.     But  it  would  be  an 
error  to  have  frequent  recourse  to  such  a  startling  and  unusual  device ; 
it  should  be  reserved  for  exceptional  cases  and  peculiar  effects. 

17.  To  avoid  monotony,  the  greatest  pains  should  be  taken  to  make 
a  fugue    continually   increase    in   interest    and    piquancy   as   it    draws 
towards  its  conclusion;   and  all  the  greatest  effects  and  most  elaborated 
artifices  should  be  kept  back  for  that  purpose. 

18.  With  a  view  to  the  same   object,  the  student  should  be  careful 
never  to  introduce  his  subject  and  answer,  or  his  episodes,  strettos,  and 
canons,  twice  in   the  same   way ;   nor  should   two  episodes   be  derived 
from  the  same   fragments  of  the  exposition,  but  always  from  different 
ones.     Thus  variety  may  be  ensured. 

19.  In   this  treatise   vocal    fugues   alone   have    been   considered.    It 
would  have  been  premature  to  speak  of  instrumental  or  mixed  fugues 
until  the  student  had   gone  through   a   course  of  instrumentation  and 
orchestral   scoring,  of  which  the   treatment  of  instrumental   and  mixed 
fugues  would  necessarily  form  an  essential  feature.     Suffice  it  to  observe, 
generally,  that  in  writing   for  instruments   much  greater  latitude   as  to 
the  use  of  extreme  intervals,  and  the  introduction  of  elaborate  passages, 

B  b 


186 


THE  PRINCIPLES  OF 


is  allowed  than  in  writing  for  voices;  and  that  therefore  many  of  the 
rules  bearing  on  these  points,  which  have  been  already  given,  would 
have  to  be  considerably  relaxed  and  modified. 

20.  As  example  is  better  than  precept,  we  will  now  give  a  specimen 
of  a  four-part  fugue,  with  one  subject  and  one  countersubject,  and 
analyse  it  bar  by  bar,  for  the  benefit  of  the  student. 

Future  examples  will  not  need  such  careful  analysis  on  our  part,  as 
the  student  will  after  this  specimen  be  in  a  condition  to  do  that  work 
for  himself. 

In  the  annexed  specimen  every  bar  is  numbered,  for  convenience  of 
reference,  and  to  make  the  analysis  which  follows  more  intelligible. 

EXAMPLE  OF  A  FUGUE. — In  four  parts. 
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5. 


6. 


7. 


8. 


3               J       h^ 

r  W*  *    P      r 

37T^ 

r  n^    *    j 

rm       J     * 

SC  r 

1              *5 

^r     *     * 

BEZIIMI          ' 

J        ' 

-  .                 i 

1 

u.                                                                                                M      ^  ^      4£        •• 

u  5 

r    !  J           r 

m      m 

M  •*      t*      i*      i*      i* 

r^                    i 

-^i 

\         r       P      m 

PT          '         1          1          1 

|                        1 

1                  1         i 

[7                  III 

-  '         1         1 

1C*                                                                                                                                                                                              ' 

M 

H 

k                      • 

•J 

•• 

- 

i7  ^t 

Ic*  2 

1 

/S")*  tt 

IC^'  if                          ™ 

•• 

• 

*• 

V^ 

9. 


10. 


11. 


12. 


r  J 


r  • 


r  cr  r  r= 


rr^ 


1 


B  b  2 


188 


THE  PEINCIPLES   OF 


13. 
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21.  Analysis  of  the  above  fugue. 

(i.)  The  treble  gives  out  the  subject  in  three  bars  and  one  note. — 
(ii.)  The  remainder  of  the  4th  bar  is  filled  with  a  codetta.— (iii.)  In  the 
5th  bar  the  treble  has  the  countersubject,  which  commences  on  the 
second  note  of  the  bar.  The  alto  at  the  same  time  gives  the  answer. 
This  being  the  exposition  of  a  real  fugue,  the  answer  is  merely  the 
subject  transposed  from  G  to  D. — (iv.)  In  the  8th  bar  the  three  last 
notes  in  both  parts  may  be  regarded  as  a  codetta  leading  to  the  reper- 
cussion of  the  subject. —  (v.)  In  the  9th  bar  the  subject  appears  in  the 
tenor,  and  the  countersubject  in  the  alto.  The  treble,  in  bars  §,  10, 
and  11,  adds  a  few  accompanying  notes  to  complete  the  harmony. — 
(vi.)  In  the  12th  bar  the  first  codetta  reappears  in  the  treble  and  tenor. — 
(vii.)  In  the  13th  bar  the  answer  is  given  in  the  bass,  and  the  counter- 
subject  in  the  tenor,  while  the  alto  has  some  accompanying  notes 
in  bars  13,  14,  and  15,  imitating  those  in  the  treble  of  bars  9,  10, 
and  11.  The  treble  meanwhile  completes  the  harmony  by  a  series  of 
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dissonances  of  suspension. — (viii.)  In  the  16th  and  17th  bars  a  modu- 
lation takes  place  into  the  key  of  B  minor.  This  may  be  looked  upon 
as  a  short  episode. — (ix.)  In  the  18th  bar  the  alto  has  the  answer 
transposed  into  B  minor,  while  the  bass  accompanies  it  with  the 
counters ubject  in  the  same  key.  The  treble  has  two  or  three  accom- 
panying notes,  and  the  tenor  rests. — (x.)  Before  the  alto  has  completed 
the  answer,  the  treble  begins  the  subject,  at  the  20th  bar,  in  imitation, 
at  the  ninth  above.  From  this  point  the  fugue  may  be  regarded  as 
a  "  fugue  of  imitation." — (xS.)  From  the  22nd  to  the  32nd  bar  there 
is  an  episode,  made  up  of  fragments  of  the  exposition,  mostly  of  the 
third  bar  of  the  subject. — (xii.)  In  the  33rd  bar  the  treble  leads  an 
imitation  or  andamento  in  three  parts,  entirely  composed  of  the  counter- 
subject.  The  bass  is  silent. — (xiii.)  In  the  42nd  bar  occurs  a  close 
stretto  by  inversion  of  the  subject,  led  by  the  bass,  and  followed  at 
one  bar's  distance  by  the  tenor  and  alto,  almost  in  strict  canon,  in 
bars  43,  44,  45,  and  46.  The  treble  accompanies  this  stretto  with  the 
counter  subject  in  D. — (xiv.)  In  the  46th  bar  the  treble  completes  the 
stretto  by  coming  in  with  the  inversion  of  the  subject,  accompanied  by 
imitations  of  its  third  bar,  direct  and  inverted,  in  the  alto  and  tenor. 
The  bass  is  silent  for  five  bars. — (xv.)  In  the  50th  bar  the  final  and 
closest  stretto,  by  direct  imitation,  is  led  by  the  tenor,  and  followed  in 
the  next  bar  by  the  bass. — (xvi.)  The  treble  and  alto  join  this  close 
f  stretto  in  the  53rd  and  54th  bars. — (xvii.)  The  dominant  pedal  com- 
mences at  the  latter  half  of  the  54th  bar,  and  goes  on  through  the 
next  four  bars,  while  the  three  other  bars  are  pursuing  a  close  imi- 
tation, direct  and  inferted,  of  the  third  bar  of  the  subject,  leading  to 
a  half  close  on  D,  at  the  termination  of  the  pedal,  in  the  59th  bar. — 
(xviii.)  The  five  concluding  bars  are  a  simple  prolonged  and  suspended 
perfect  cadence  in  G,  to  finish  the  piece. 
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22.  The   student  is   advised  to   analyse    every  one   of  the  examples 
of  fugue  which  he  will  find  at  the  end  of  the  volume,  taking  the  fore- 
going analysis  as  his  model.     He  will  also   do  well  to  condense  all  the 
examples  into   short  score,   putting  the   treble   and   alto  parts  into  the 
upper,  and  the  tenor  and  bass  parts  into  the  lower  stave.     When  he 
has   done    this,  he   will   find  it   very  beneficial  to   take    any  or   all    of 
J.    S.    Bach's   forty-eight    fugues,    in    the    celebrated    "  Wohltemperirte 
Clavier,"  and  set  them  out  in  open  score,  in  the  proper  clefs  for  each 
part.     After  that  he  ought  to  be  able  to  compose  correct  and  original 
fugues  of  his  own. 

23.  Finally,  it  must  be  remarked   that  although  it  is  quite  possible 
to  become  a  good  contrapuntist  by  a  diligent  use  of  the  materials  here 
given   or  indicated,   yet   this   alone  will   never  suffice   to  make  a  good 
composer.     That  requires  what  no  teaching  can  supply — natural  genius. 
But  whatever  genius  may  be  latent  in  the  mind  of  the  student  will  be 
brought   out   and   made   the  most   of  by   no  other   means .  so    effectual 
as  a  diligent  and  patient  study  of  Harmony  and  Counterpoint. 
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No.  1. — Example  of  eight -part  counterpoint. 

From  a  Motett  by  GIACOMO  ANTONIO  PERTT. 
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No.  2. — Example  of  eight  parts  in  Two  Choirs. 

Full  Anthem.  F.  A.  G.  O. 
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^ 

f"  j 

F^ 

^--^ 

f 

i 

0 

Sa-viour     of    the 

world, 

O          Sa  -  -  viour, 

UJ    U  i       i       * 

1  1                                1 

tfel    ^  O  /^ 

a 

••                 ^ 

J                       i^i 

17       ^  v  L/ 

^J      —  ^ 

"1  \      fj          <^> 

1  1  L#                                   ^^J 

^  J 

™?         r^ 

1                                1 

O 

40 

Sa-viour     of    the 

-«S'- 

world, 

O          Sa  -  -  viour, 

/?*)"     K       !        '" 

H                              j^1^} 

n 

<•                 ^ 

ri 

^^*^  b  u  T  K     ^*> 

r 

<^   j 

[ 

5 

O          Sa-viour      of     the    world, 


O          Sa  -  -  viour, 
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ores. 


Sa  -  viour   of      the 
cres. 


world 


O  Sa  -  viour       of         the 


Tu 


m 


Sa  -  viour   of          the       world    .. 
cres. 


O  Sa   -   viour   of      the 


r— n  " — && 


* 


£ 


Sa  -  viour      of          the  world     . 

cres. 


O  Sa    -   viour   of      the 


EE£ 


PfHf'   p-^ 


Sa  -  viour   of      the  world     ...»          O  Sa  -  viour       of      the 


cres. 


ft 


O  Sa     -     viour,      O 

cres. 


Sa  -  viour      of         the 


^ 


^ 


U-rg- 

fe 
rtr 


0  Sa  viour,          0 

cres. 


Sa  -  viour       of      the 


O  Sa  viour,      O 

cres. 


Sa  -  viour       of      the 


g 


^^ 


O  Sa     -     viour,      O 

D  d  2 


Sa  -  viour      of        the 
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THE  PRINCIPLES  OF 


ZL  rfk  — 

^J               M 

• 

_          ^^J          t-x     ;        ^ 

—  -^ 

• 

BE±j2 

—^ 

r 

(~-^ 

l>  17 

i 

ef~ 

world 

Who      by        Thy 

Cross 

ii  i     K    il 

'^j 

-^ 

2r^     r^ 

^                ^*-  . 

W      .    K        "" 

f 

jj 

-                r^ 

^^j,             C-  > 

• 

!•*  2  5 

1      i      r 

1  / 

i 

u    b 

world 

i 

Who      by     Thy 

Cross 

r1  > 

i 

K  "  b 

^ 

^ 

|7      g 

i           p*      P 

f^j 

1  u 

world 

> 

Who      by     Thy 

40 

Cross 

/2\«           1 

f^j 

1 

[  Cx»  i     ^ 

^ 

^              4*^ 

- 

X^^  n  i 

^J      *             M 

—  ^ 

r? 

C->               V 

2J 

1 

world 

. 

Who      by        Thy 

Cross 

ir    i    L? 

^j 

-—  , 

i 

^j      »  i 

f^i 

i 

i            i 

i           I 

if\\        ^ 

^—^ 

CJ        •                        I 

V1  |y 

2!_ 

rJ 

Q         cJ 

^-J  •      ^i 

world, 

Who 

by                     Thy 

Cross      and 

pre  -  cious 

ill      n 

, 

'"  <*^^ 

—  —.                        "^                         2^ 

1 

i 

•     i*  i 

J       '    *] 

: 

-        p^ 

2i         r^  • 

/*^j         j 

|L»   2  5 

'  ^ 

f 

^^        r^J 

5S      rJ 

IL/        ^ 

i 

u    b 

• 
world, 

Who 

by     ...         Thy 

Cross     and 

pre  -  cioua 

i 

i^  i  ^    ^ 

EM 

^^     ^     r^ 

I 

K  l^b  r 

^       MI^^ 

! 

A         \ 

I/     2 

m^^ 

i 

5  i 

<J       rJ 

2i     <^J 

1  L*                    1 

-^ 

| 

world, 

Who 

by     .    ,     .       Thy 

Cross      and 

pre  -  cious 

/2S*   w 

f    ^^ 

^_^ 

i           i    1 

C^^*  i  7 

• 

^^ 

^^^  b  » 

1 

2        A 

A     A 

world, 


Who  by  Thy  Cross      and     pre  -  cious 
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A    Ph    -               r2        J 

^        rj 

j— 

rrn  L   r;             r^J      »J   •     f_ 

1 

VS  I/ 

and    pre  -  cioua 

Blood 

has 
/     _ 

t        re 
i*^~>     <^~> 

-    deem     -     ed 

HQ                       «?/» 

U     E> 

Ifc^^il 

P^     ti1"!        "•        iT>         "~-^       '"-^ 

IK—  ***4I 

^         f—^ 

PT  "  b          i 

P 

IX» 

and    pre  -  cious 

Blood 

has 

tft 
tj 

i        re 

-     deem     -     ed 
din 

i.  • 

IP*      k    1                                      II 

r    ji 

£S 

P  J        • 

n  "  b  -               \—Pi 

\y^j\\ 

g 

*»r^ 

llZ                      CJ       G 

If        II 

i 

1 

and    pre  -cious 

Blood 

has 

1)        re 

-    deem     -     ed 
din 

t.  > 

/SV     W                        111 

II         11 

1 

[<•;•  rfcZji 

uCZ] 

_ 

i 

V^-U               rd      rd  *     W 

ii     u 

f^j 

f^ 

^~i       t                ^r—  i 

I 

and     pre  -  cious 

Blood 

has 

\        re 

-    deem     -     ed 
din 

14 

Jr     1 

f^j 

rj 

^  —  >       ^—  > 

| 

vT     n  i                                                  ^ 

••       /"~^> 

_—  . 

CM)    '?                  1 

t-^ 

9 

r^j 

L- 

Blood 

hast 

re 

-    deem 

ed 

us,      hast      re 

din 

C3        G 

z. 

II  i        IK                  J^          ^^ 

-^~  , 

—  —  . 

^r—-. 

x~~) 

|L*J       l_i                                                       [                       •• 

r_-^ 

*—  •^ 

r^  5  pj       ^2         1 

1 

1  1  / 

rj 

Blood 

u    b 

hast 

re 

-    deem 

ed 

us,      hast      re 
din 

z. 

^ 

p**t    7  n 

y  ^"^      ^-^ 

f^j 

(*  ^ 

f^j 

p*5 

^^               I 

•  \f                   di^ 

1 

Blood 

hast 

re 

-    deem 

ed 

us,      hast      re 
din 

z. 

/^^* 

rj      ej      ^ 

\^S*  i      *?                                                                              *H 

•i              ^-^ 

x— 

i 

>^b  L         r-2      • 

'^ 

C2 

f^j 

1 

Blood 


hast      re    -    deem          .ed  us,      hast      re  - 
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THE  PRINCIPLES  OF 


XL     ft    m                 f^J 

5-^-.     f^^ 

r     s 

i 

rrh     * 

f  -—  ^ 

I 

1>U 

1         i 

J 
us,                             hast    .    .       re  -  deem  -  ed     us, 

._             P  ^  .             pp 

t                   f}       ^                                                                                  U.                                                                                                       ^^~\                    A                   ^-\ 

I  I       ft       f"^    "D/^              r^ 

»r^          G£JL_31 

i 

rt  1  n 

1             1 

n    v 

re 

us,              Who     .     .          hast      re  -  deem  -  ed      us, 

11       n                                                                    *  —  ' 

H    IVl              «-^ 

^-—  -              L* 

n  '  b 

—                       i 

i0"  •  n,*      r^> 

| 

17 

1 

r 

1  C 

1          1 

us,                               Who  hast    re  -  deem  -  ed      us, 

($)'    b 

,r^  •     p       r^ 

1 

^^*  ^  |M  i 

p> 

y  r?       <^j     • 

1 

us,                            hast                 re  -  deem  -  ed      us, 

•:     ' 

Jr  u' 

| 

i 

1            J 

fen     '    <^i  •    f 

rj      rJ    rJ  1 

vp          2J       1 

deem  -  ed    us,                                                                                 Save      us    and 

i  j    r? 

*—  *^             ^_> 

BZC?     r->   •    «    CD     - 

• 

~ 

U  7  rj    r^       r    r*^ 

17 

1C* 

deem  -  ed    us,                                                                    Save    .     .             us    .   . 

i                                                                                     §  I 

If?    L          \^    *     ^     f*~^ 

i^^     r"-^   %/^D 

IP^    [J  n      1                 !         f-^       • 

i 

n     u 

n 

IfZ                  1 

pu-^l 

i 

i  r     n 

deem  -  ed    us,                                                          Save                   us          and 

t~"^        i      \~^ 

fif\'    U 

|2^,  l>     i            11^ 

• 

Save 


us          and 
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mf 


35=53,        "            Q 

^-^      1*^1    i*^» 

—  -j 

=2 

(fn      " 

P^    n 

^^          ^j 

SJE 

I 

J 
Save 

1                            •           /*"D 

.    .    .           us     and 

help         us, 

Save  . 

LJ    b 

C-^                C^          C-^' 

^-—i                     ^~~> 

r^   i 

r1  .»i 

C-^                   C-^ 

"       f 

n  'b 

'                1 

I 

17 

Save 
II     ft                     /••""> 

.    .     .            TIS      and 

help         us, 

Save 
mf 

W     ?                    e? 

r^      •              rj 

i*~~i          /^~i 

r»  -'  r? 

t-^                  C-^ 

^ 

1 

r 

—  -^. 

Save 

us                   and 

•^v. 

help         us, 

Save 

mf 

/'SY     k                               r->' 

r^   r^      r^ 

\ 

l^xk 

" 

\      \ 

-  rJ 

i 

Save 
era?,  un  poco. 

.    .        us         and 

help         us, 

'mJ    ^~ 

Save 

•^ 

r    \   ' 

c^> 

C^*J       f  -^       ^  —  * 

ZZH-L 

- 

\            \             r-^       f^ 

>' 

\\  1  y                                  1  1-^  1 

1             1 

help 
N-  cres.  un  poco 

us, 

Save 

.  •  .       us         and 

U     *       r^>          f^-. 

*—  "* 

*-** 

f^J 

^ 

n  &  b 

17 

TO 

.     .     .            and 
,        cres.  tin  poco. 

help             us, 

Save 

us              and 

f^r^f^ 

• 

—  --. 

i       r~"^  ~\ 

Or^ 

IM                           C—X 

?~~j       \      \ 

]7      J    * 

• 

i 

^  — 

^/ 

help 

us. 

Save 

us             and 

cres.  un  poco. 

m/ 

25? 

_               (^"i         I 

(gZ? 

• 

n             g 

help 


us, 


Save  us  and 


208 


THE  PRINCIPLES   OF 


XV 

-x 

__"    "^^ 

^ 

^N 

H 

^--^           .  ^^ 

\^~~i  \ 

j>T 

") 

r~^J 

''--*" 

Rfl 

17               ! 

1 

] 

s 

us 

I 

ind 

help    .    . 

us 

s 

\fI3l 

lk*^3l 

1  1 

r 

^^-. 

rlf__^  1 

M 

™^ 

B 

) 

B 

F7 

9 

re 

US 

I 

md 

us. 

11 

| 

| 

N 

"^ 

p 

L-                                                               ^  i 

i^~~i>           & 

tall         J-l 

B 

| 

7        2^-* 

: 

f—  -, 

On          '^ 

^-^  M 

—  —V 

y  r^-J 

I/ 

r       i 

3 

-~* 

K| 

U 

>lli       M 

us 

i 

ind 

US. 

/^\. 

1 

{£/'• 

r 

^  ^ 

T 

7              .^^-^         • 

i^--] 

i_ 

™^ 

US 

an 

1 

help 

us* 

/} 

1 

^ 

"""•s                  /^ 

"*N 

if 

y 

—  -j         /^^ 

1             /*^) 

yr 

•» 

§—  -^ 

'  ^ 

c 

^^^^         f         ^^> 

'—^ 

r^  : 

5_ 

i         [ 

—  -J 

v5  ]y 

1 

1 

^--^ 

^ 

help 

IIS 

an< 

1 

help 

us 

^J 

f^ 

K^/T 

^V 

u 

r 

\-~~ 

rrzz^  l 

'(C-^i  1 

1  IC-^l  1 

H 

B 

J 

• 

F/ 

^ 

_ 

lu 

help 

us 

an 

1 

help 

»     us. 

1  1 

I 

i 

__                 ^ 

"N    . 

^j.  • 

p 

,*^- 

'   r^ 

1    bl 

^~-~ 

B 

• 

p 

^    i 

M^  Q 

^^J 

^ZP 

(/ 

^"^J 

i 

1           rL> 

^^j  •  W^^ 

help 

us 

,     an 

.1 

v  — 
help             us     . 

—  ^ 
•  »  •     •     • 

hel 

p 

us, 

/^\. 

—  — 

PS2] 

?         ^-^ 

r  * 

• 

1  r      \  \ 

V_x 

i 

i 

7 

•• 

help 

us 

an 

d 

help 

us 
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/     ft  H        -       1* 

r    ^ 

r\r~i      r^ 

ifn    "           i 

i 

BE*        I                    r-, 

1  li^^l  1                           1 

EE                    1 

1     1 

1            1                     «? 

J 

we 

i                  j*"^> 

hum-bly  be  -  seech    Thee,                O                        Lord. 

r^    i*  i*     ^         "^                        ^ 

M         U                           f-> 

F  —  -—=        i*  ^ 

M  u  i      - 

i 

r  i      <^ 

r»  v  b             ' 

^j 

17 

1C. 

we 

LI    b 

hum  -  bly  be  -  seech          Thee,          0                        Lord. 

H  dc            rr> 

^—  , 

r"^            r*O                         M 

1    L*-—  ^1   1                                                      1 

U  ft  U      .        E: 

sj^ 

^^                  fj  r^ 

F7 

jj 

1C. 

1 

we 

hum-bly  be  -  seech     Thee,                    O                    Lord. 

/T\ 

r^)'  b             ! 

f^J                                     f  '  ^J            ^  ^ 

r*^     r     « 

j 

n     •  • 

^-^b  u             ^ 

r 

1 

r  ^ 

y  ft 

II      1  1 

we 

hum  -  bly  be   -   -   seech                Thee,     O                    Lord. 

^  i  1^ 

I       i 

r 

55    k  L       B               9 

r->     J   J 

1 

fm  ^  f>             —  _. 

l         *    * 

f^             r?           J 

I 

1  —  ^ 

1 

<^>           CJ^  .     ^ 

M  i  <^—i  i 

we 

P 

i                    I*~D 

o>                         H11—  "' 
hum  -  bly  be  -  seech    Thee,           O    .    .    .                 Lord. 

lib               P^ 

P*      i*    i*  ' 

^      m                 \  — 

H  -        - 

i       i*  « 

n  '  b 

1                 1 

1     i                       J 

P 

1      L^.  1                r_J 

rfeil 

re 

we 

i                / 
'il  I     ft                 <^^ 

hum  -  bly  be    -    seech    .    .     .     Thee,     O                    Lord. 

/T\ 

H  ivi               r^ 

9     9_ 

r^^                               ^-^ 

1  U  fJ  k      -       1 

1              r^ 

1  1  C> 

we 

hum  -  bly  be  -  seech      Thee,                    O                    Lord. 

y^\»        1 

1 

I  C/»  i  f5        ^ 

1  1        1  1                             1 

5ZB  L,           rJ  . 

i       i 

rJ 

we      hum  -  bly  be  -  seech     Thee,  O 


Lord. 


E  e 
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THE   PRINCIPLES   OF 


No.  3. — Examples  of  Harmonizations  of  the  Scale  in  imitative 

Sequences  and  Canons. 

Selected  from  ZIMMERMAN.* 
No.  I. — Ascending  scale,  without  inverted  chords. 


/r    /  »           • 

• 

1                  1         i 

frn  1  " 

J         i       J 

U  \) 

»               *      J 

<J                                                                                                                 -+ 

I/                                   I 

XL    f  t              —       •        \ 

1 

irn  ^                              F 

v  \)                                           J                   r^t 

—         i      J        ! 

J                                                                                                      ^                 •                     & 

O 

II  1                         <^~t 

i 

i              i 

H    /  * 

i*             i*      « 

I 

F^     ^  ^ 

r     j    r    r 

r^> 

,-J 

II  7 

i      *    \      \ 

/•"l* 

r^                  1 

ICJ-  /  i 

/*—) 

C3 

c> 

v^  L^            <r^> 

jfl 

ru 

«         i9         m          J 

BE 

, 

P         * 

j£ 

"  K 

1            1            i 

f-^               \ 

t/                         ^                                ^- 

i 

,^-J 

J         J 

1 

^                   *        J 

[               | 

r^ 

^^-^ 

-& 

*         P         * 

Ri            i            (*- 

*~~ 

1          r 

<TJ 

1          '     i 

«                  n              & 

/yi-                  rv 

*  —  ^ 

I^1- 

^^ 

This  is  a  canon  three  in  one,  on  the  scale. 

*  Trait^  d'Harmonie,  &c.,  par  J.  Zimmerman. 
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No.  II. — Descending  scale,  without  inverted  chords. 
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XL  i  *      i                     J 

(TD                                     r^                       m       P 

ferfa             !     J     * 

r      1               ' 

EE         J     ^ 

' 

L/ 

i 

/L  /  *            — 

vH) 

1             J      J                «^>                            » 

W     * 

p 

I/ 

Vi      /^  d                          "* 

~                                 i       i 

(M) 

i         i               J                   r^> 

_i      W      * 

-&- 

«       ' 
r>                                (^ 

ZT5 

G*                                           <TJ 

(CJ'/k 

V-^  L^ 

n                  j»—  i 

.  r  r  +•     — 

r      \        \ 

^^ 

' 

\(11 

1 

i 

O   -                 t 

<TD 

V                            « 

<T^                                        c-'                                r^             II 

/L              J       i*       r 

1 

imiai     * 

SsE                     1         ' 

II 

ty 

i/ 

1                1                                                                     (""D 

^^ 

J       m        i* 

/m                r^> 

W        *       r                                                                      <^if 

«        •-                  |                                                             c^ 

X^\«                                                  ^  —  ^ 

1 

1  Cx»                              '--^ 

<""->                                                             i-D 

v«^ 

0                           r-/ 

Canon  three  in  one,  on  the  scale. 

E  e  2 
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THE  PRINCIPLES   OF 


No.  III. — In  seven  parts,  containing  canonical  imitations. 


^ 


g 


EP^ 


£ 


r  irr/ 


e 


-e- 


g 


^^ 


^Trtf  J  ^  [  J^^F^ 


^EEE^ 


-<s>- 
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XL     '      L>J            r 

Q 

rfn                  ' 

V-u                                       ' 

1 

1 

CT 
3                       f2-         -^^-     - 

1        L         r       P 

^—^ 

^rT                    -^-> 

***                i 

ifn                P*^ 

_^^t 

^r        1 

0"^*                                                   ^^    "••*"   *^ 

V     r    i*  « 

M         m 

yf            i    r     i*     « 

-*J              r 

r^ 

rrn          i>J 

r~j 

1 

"p                   !       i 

n                  r^        *    - 

X^                   "™*S 

r^             <^> 

\f 

Err     m 

XL 

m 

-—          i 

ffn       G 

*^j           r 

*-•  ' 

v-\)       c--x 

1      i 

^ 

^"~N                                       s~                       ^ 
i*^T>                                -^^^ 

1   1                                                 j^D 

^^^»                    '^^ 

^                        P^ 

H       r-5 

•—-^ 

K 

1                               ' 

17    « 

re 

LJ                                                                                                                                           -^ 

H 

j*^-) 

r^i 

Pt                       '^ 

17 

it* 

^                                  <~>                            -& 

f*\"                 F~^ 

1&- 

\~s 
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THE  PRINCIPLES  OF 

No.  4. — Miscellaneous  Examples. 

Selected  from  ZIMMERMAN. 


No.  I. — Canon,  four  in  one. 


f\    /*       -                 J 

«      i*          i 

e        j     - 

i*    r 

ffn  S3                   W      * 

r    i 

*      r 

r          i 

v"  \)                             w 

i      i        ' 

1                     1 

i     ' 

—         r^              s~* 

ij 

a 

i*    r 

i                 m       i* 

H   (  * 

-           i*      r 

1                 P 

r»  55 

i      i 

\ 

p 

1   .     ' 

I  C. 

li 

H 

• 

C2 

m       m 

H   f* 

J      W      i*      i 

m       i*       r 

17   t2 

*      * 

r                        1 

IU 

1         ' 

1         1         I 

/A")'               1          1                ~m- 

r^ 

A       2 

|€J.  /  »             W      i*      r 

«      i*      r 

V~^  ^^    *      ^ 

r      r      i        1 

XL            |                  ^        p 

r 

i*    r 

1 

ffn        '              r 

1 

r    I 

1        ' 

"  F                                              1 

i     ' 

-        -s^"      ~>3- 

*         -      ^        ^ 

LI     r    i 

2       P 

Ei 

U                1             i 

1 

** 

H 

1          ' 

17 

re 

^                         <^3                                            ^—  , 

\fm                                    ^-^ 

^ 

2       P 

1  liK 

2       n 

{I  7 

1          ' 

if  t> 

1          ' 

1 

0 

/«^*               m       *       r 

«     p     r 

\&\  *    r 

r     r 
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No.  II. — In  eight  parts.     Close  imitation  at  the  octave. 


fir*  r 


ppJ    |JjrJ-^EgE^! 


^^ 


S 


^ 


y 


(O_ 


e 


(J 


m 


)•./>     j 

^V;rJ  »^^ 


m 


^ 
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THE   PRINCIPLES  OF 


No.  III. — In  nine  parts,  in  sequence. 


XL    f 

»          ~ 

p  r      i* 

r          r 

r^ 

ffn  ^ 

j 

i    r 

22 

1 

V  \) 

i    '        i 

1 

G 

i 

I/ 

i 

i 

, 

>5     f 

*      —           \ 

1 

f^-. 

rd 

(M) 

j 

d 

rJ 

rd 

t^A 

^p--j 

r^j 

rj 



—            •  — 

—^                  ^  

—  •         >  — 

"^                S  

f 

i            ~ 

j^~} 

\  i   ^ 

j 

rj 

H 

<ca 

r^i 

n 

i 

x  

, 

.^--) 

f 

»        —           r-, 

J      J 

• 

-           p-* 

in  ^ 

;                    c^ 

*     cd 

^-4 

r 

2i         <^J 

R 

^— 

^                ^  — 


^-~ 
Q 

p     •           -" 

•^^ 

1  1  1 

r 

C3 

rj        <^D 

t     / 

»             - 

~ 

1 

1               f 

f          r^ 

•M       \ 

j 

1 

(I  7 

A 

<^> 

«    tf 

-&- 

*!*"*"* 

II 

«    i*    1       « 

i*    r           i* 

P                r 

H   ( 

^  r 

r      i 

1 

rt   v 

>        I     ' 

i    '       i 

B 

1C* 

1  1 

^  ~~ 

"N 

/•  —  " 

*S 

H 

n  ( 

i 

4Q 

^-  1 

f^^i 

rj 

17  ^ 

y             r^^ 

1C. 

1  1 

r 

rr  f 

i 

P  ^ 

j 

,^-j 

^—^ 

r~^i 

re 

r^i 

r^i 

*--^ 

^^ 

^ 

V^ 

^/ 

>^ 

i 

fm\* 

1        I 

,                    - 

^    2 

(e>.  r 

i       JZ3ZP 

1                 1 

«  i*  r  « 

J    J 

i*   r        i* 

>-^_i 

*    *           * 

J   i 

i*  r  r   i* 

J    *    *    J 

il 

COUNTERPOINT  AND   FUGUE. 


217 


El 

jj2l 

F1 

c_^  

r 

1              1 

^ 

Vi; 

~-^ 

w 

i 

l           j-^i 

1 

J^                                       f^^J 

1           S 

^-i 

\t\\             ^~                       1 

i                 Q 

rJ 

1 

V1     /            ^^_                     1 

i 

1 

^-  — 

^^ 

^~-^ 

r~^j 

LJ              <^ 

22 

^ 

i 

I 

i 

1  i     1      -  r        S 

s!        n 

^*i^ 

r~^j 

M             ' 

[7                             x  

_^                                                 N  

^      \^_ 

_s 

16 

j^Z 

>  -^-      rT~ 

^~*N 

u 

1 

1                                  ^ 

V^ 

c 

• 

I 

1 

K 

[7 

1 

1C* 

*»     p 

^. 

1*     1              1* 

u  i 

rir 

|Lv 

i     '          i 

t~^j 

^^-v 

t5i 

~j£ 

II  / 

M                                  ^" 

N 

/^" 

"^ 

^T3 

^2 

f^j 

R 

F7 

f^^J 

re 

1  1 

H 

i           i 

m 

^^-^ 

J 

U            f-J 

*--^ 

**       <H 

f^^ 

^^ 

1C* 

^s 

v 

_^ 

\^_ 

__-x/ 

f»\'         \ 

«          P                          « 

^ 

i 

n 

J      ii 

r      I              r 

m      P               m 

, 

1 

\-s      *        *                   * 

1       ' 

r    r          r 

J 

r^        1 

pf 


218 


THE  PRINCIPLES   OF 


No.  IV. — In  eleven  parts,  on  Azopardi's  Canto  Fermo,  in  canonical  imitation. 
First  subject. 


fffrtf  —  =  —  d  —  ^  —  ~&~ 

— 

E?              m        — 

pL-^-- 

P       o           « 

\ 

Imitation  of  the  first  subject  in  the 

w~*^  *  

1  

—  ™  —  ^  —  p2  —  ^  —  ' 

<T3  

Imitation  of  the  first  subject  at  the  second  above. 

$   /I*               —  -  r-           — 

—  —  ^  —  e  —  ^L_ 

£2 

—  rn 

ICI)  V  

c<!  —  i  —  i  — 

Imitation  of  the 
n 

y 

j^- 

r\    {  k                 • 

| 

I 

-       \    c^    r^  \ 

Hop  

^  — 

t? 

Y) 

xT     i  *                    • 

• 

• 

• 

Kp-^  

Imitation  of  the  canto  fermo 

ji  i 

j 

"fK  —  (5  *  ! 

II  / 

Second  subject. 

II  1 

23 

[p*      /  ^                *                               ,*••—> 

r1^ 

^ 

1  1m      \_  j                                                     "-—^ 

II  / 

1  tL    v  ^  —            —  |  

1  

• 

1  

II  7   v  j 

•  

Imitation  of  the  canto  fermo  at  the  fourth  above. 

fkl          i 

i 

!t^     /I'                                      ' 

II  /      \T/ 

PSD 

i 

Imitation  of  the  second  subject 

5Zu 

^~~ 

L^f  *      /    *                                                     ' 

• 

^ 

*—•  *                       —  —.. 

^-^    V  J 

E2 

Canto  fermo. 

^  'K  11^41  
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7T  ™  
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m- 
u    .  ^ 

unisou. 

0        ~^5>  „  1 

HSM  

HSH  

<0       ^ 

HSH  

ZtWt 

&  1  

_L±  i^.              Z2  

5iJZ  1  —  i  1  1  1  u 

n                                                                                               ••  •• 

Ban 

r\       i           ^ 

jl 

4}—  1  1—  —  

CT  '  '  & 
first  subject  at  the  second  above. 

A                                             /^5  ^""          "^   ^3                         £-, 

-     M  +     &^'         "^IW! 

/s           CJ 

(g  -P-l  

m  — 

—  i  1  

Imitation  of  the  first  subject  at  the  fourth  below. 

L/                                   ,     , 

vT          M 

t~3 

<r^»                     |  —  . 

Ir3!! 

fl"\                           1          2               I 

j  —  ^" 

^l-'                    j        *~^        r^' 

^~. 

C-^                                                     *™^ 

at  the  octave  above. 
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^^          r^ 

U           m                      c^ 

& 

tt*  *  '  '  " 

II    1 

\r             ™ 

"S& 

(^  

fl^fl  

ttert  

Imitation  of  the  second  subject  at  the  oc 

kave  below. 

|LJ 

«    r^ 

iT          ~ 
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\'?~jrt  

•Hit  ^"^  

_,  1  1  C^  

\f-*4\  
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HSW  

VP4\  



at  the  octave  below. 
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"• 
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Vf^  H 
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^  
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THE  PRINCIPLES  OF 


No.  5.  —  Examples  of  various  Canons. 
From  a  Mass  entirely  composed  in  Canon  by  ALESSANDRO  SCAELATTI. 
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Ky 


I 
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Ky 


le 


Ky 


-r± 


son, 


le    -    e     -     son,  e   - 


m 


son, 


e          le     -     e     -     son,  e  -  le 


1^ 


Ky 


n 


le 


son, 
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1      i            F^ 

E->      t^t      r^ 
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THE  PRINCIPLES  OF 
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c-?                        ^         '^ 

re 

1           1                     1 

son.                                                    Chris 

te           e     -     le     -    -    -    - 
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THE   PRINCIPLES   OF 
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THE  PRINCIPLES  OF 

No.  6. — Example  of  a  Canon  Four  in  Two. 

From  a  Mass  by  BENEDETTO  MARCELLO. 


Jf.         1 

« 

/L  f  >           J  m  •  f^     i-D 

*  Pr  P  m 

/^D^I*«                    r^ri*^D 

f/t\  I  y    ---J    «  • 

rJ   r\            P  * 

S               r  *  J    <^                    M 

fitr      EZ           1 

I'M 

1               1            *            'ill 

J 

o 

-" 

.  —  v                            s- 

11                                                m 

r"-^    ^o           A  ^ 

^    ^              *^-^        ^"-^         ^P    ^                                    ^^^ 

r  t*                 <-D   i*  r 

1        r^     f^   \    \ 

ir*r^                  r  P  m  ?-> 

PT  *•  '                 F^   l 

1     •           f           1 

1                                    r  1 

U 

1        1       ' 

1    i     i                  '           I 

tx» 

II 

M 

.—  ->                                       i 

K  f  *                • 

• 

F^  •   ^       n          f^       \ 

17  ^ 

r 

1C. 

1         I                               I 

Mi    -    se     -     re     -    -     re 

/2v    . 

f^>                               1 

C/*  ZT5                       | 

• 

-                 r    *    i*      C3       \ 

^^  IE 

1 

1          i                   I 

' 

Mi    -    se    -    re    -    - 

f\ 

—  ^ 

•  —      ^_ 

_r       f^    *  '   ^           m 

i          III              J^D' 

/L               r  i*  r  i*  « 

SZZEEZZJ         j      '      J       1      r 

rcn                i            r 

f^j 

-»^-V                 fj            9             ^     LJ.           j                 1 

fiE                '     1     '     1     | 

1         C^                             4f  ^ 

^"^                            f~-*    *          m 

^N 

1  1  r     P    f^t      i              r 

i*   r      P   « 

i             n      \  r^ 

H              r^      1 

i    r    ^-^ 

n     r->  p  » 

n        ' 

i    1 

Mir 

P 

1                             II 

tti 

miQ              T)P                           Oni         t,n1  -  1i«j  rw1^- 

^^^-^ 

^ 

II   f                                               "  

^^ 

X* 

1  f*                                                t  lr*^l  1 
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r^^ 

^^ 
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f  7 

^^ 

II  C 

^  —  — 

^N. 

^  —  "" 

^ 
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('T^ 

I  C/»      fT^                   ^^^ 

1  IC--^.  1 

| 
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f^J 

re  no 


bis. 
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1 
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re 
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r™            ^"_j< 

22 

I 
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*—  ^ 

™ 

• 

1  / 

II  C» 

1 

. 
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!> 

•^ 

*—  -^ 
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^^ 

• 

^^^ 

Ag 


nus  De     -     .....     i, 


/T\ 

$  m  P  m 

i         i 

A  r       r  i*       r^» 

1 

(C)l    1    1    |  —  

o       ^     ^ 

r^            r^> 

HSH 

—  HS)H  

/^~          •  ^  — 

""*N 

/^S 

ii            m  p  P  ~  *  + 

^^. 

i  [     ii 

H  r--1  r 

'  -^                 ^p—^ 

^"^    ^"^    ^-^    ^-^ 

1  i^-^i 

H                 ' 

*--^ 

i  r     11 

17 

I        1         1        1 

re 

-  re     -     -     -     - 

re, 

mi  -  se  -  re  -  re 

no     -     - 

-     bis. 

^  

N 

/TS 

II 

^_            —  — 

1  l/*""!)!  1 

—  -. 

lk*^Dll 

|L»                ^ 

C^1                     C-^" 

1  IC-^I  I 

\        P  m    <^* 

\  J                                          f  ^J         f^  ^ 

i     i 

H 

11  C# 

' 

H 

mi  -  se 

re      -      re 

no 

bis. 

^S5s 

1       f^t 
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J 
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^J   rJ 

mi  -  se    -    re 


re 


no 


bis. 


THE  PRINCIPLES  OF 

No.  7. — Example  of  a  Canon  Four  in  One  by  Inversion. 

From  HENRY  PURCELI/S  "Dens  Misereatur"  in  B  flat. 


Xl     ^      ( 

j                           Bi 

.    . 

"             W     W 

"^            \ 

j 

J                       J 

rJ          9      9 

j  ~ 

BE 

• 

J 

Glo      -     -      ry 

^  

be          to     the 

*< 

Fa     -     ther, 

and 

1  1    !•> 

"  r^5  i 

2        ^ 

i 

2                ™ 

- 

r     r     r^ 

J       J 

R  ^    ' 

j 

i 

i 

p 

1 

1 

re 

|U    b 

Glo 

-     -     ry       be 

to     the         Fa 

"         "• 

1                    | 

j^j              i         1 

r           ^        F^ 

1 

i  LM  /    f 

*                              J 

«         i*      i* 

S 

m      i*  r 

J 

1  1  /       ^ 

*d     •          * 

P^         i 

J        2 

r        J         ' 

ii  (^ 

1            '        ' 

'—  • 

1 

Glo      -      ry 

^-  

be          to     the 

^ 

Fa    -    ther,  and 

to     .     .        the 
i 

! 

fO^f    \\ 

^a 

1         1           i 

m 

p*« 

L^^*  i  ^  ^ 

r     i*      <^> 

W-        * 

1 

^to""'  r7       ^ 

/                     1 

r    s 

*     *     ^4 

r     * 

9  J 

Glo 


ry       be  to     the      Fa   -    -   ther,  and      to    .     . 


/\  b     J  \    m  r     r*^ 

m       m 

e 

r^      A      ^ 

vt)                LJ        ' 

r     r 

i     i 

i         ^^^      ^^ 

to     .     .       the              Son  :  and      to     ...     the      Ho     -     -     ly     Ghost,  and 

1  1       b     i*         m                     ^^ 

H-  -r,               1  r       i*     J 

J       J 

i 

u  r?     i             r  ,  *  ^ 

c      * 

^—i          fj 

17                     I    — 

^,  .       « 

C-^ 

lu                                                                                                  »—  ^ 

-     ther,   and     to     .     .           the         Son  :  and        to                  the         Ho      -      ly 

u    b                    f^>-^      "^*      —                                                 .  —  . 

C   U       m        m 

r'      r^ 

s-'          r^ 

K  b     r      P 

i*   i* 

i 

17 

i 

1 

Son  :   and        to      ...       the      Ho          -     ly     Ghost,  and         to            the 

/^•V     la                               i            ' 

\£J'  i  "             1                   1             1 

—  i  1— 

i        i 

-J  *-  h-H 

"        rJ           <0       4 

1  —  JH 

—  rd  —   —  ^  — 

H^  —  ^-^J  —  1 

the          Son :   and          to  the        Ho      -      ly          Ghost,  and     to 
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r    i              n               f^t 

I 

>£  b         ^              P 

r"-^           <-~3 

• 

Ifh 

E 

*    r 

, 

vl/                             ' 

1                  1 

1            rJ 

• 

to            the 

i                  i 

TTr»                                                 lv       Him 

st.                         As     it 

<^™                              ~> 

i  j     b 

1 

rj 

c  u     «     W 

rD           i* 

\ 

- 

H  " 

<rJ 

r=Z          r 

m 

17                      n 

1              1 

1 

1C* 

Ghost,  and     to-             the             Ho 

ly       Ghost. 

u    b        ^                - 

^             i 

1 

m          i      i* 

H  '       i            r^ 

«      r 

- 

• 

«      r 

17                     i 

r                i^ 

J 

r               J     1 

re            '               i 

1              C^ 

1 

1        '         * 

Ho     ly     Ghost.                        As 

i 

it      was    in     the    be  - 

• 

1             1        i 

^—~. 

«                         i 

I  Cx*  i  7           i               1 

\           * 

^~"                       ^ 

r        J      J 

rJ           *      J 

*•              J 

I/              ^~^J                   CLx 

' 

ly      Ghost. 


As      it     was     in 


>1    b         !     *         '     r 

(•     i*      r       i 

r    r 

P       i*         ro 

rrn 

E_\ 

ill       J 

rJ          1 

II 

£12 

*      ' 

• 

J 

was    in     the    be  -  gin  -ning,            is        now,                and       e  -  ver      shall 

i 

1  1 

b   P 

p       \       \       i 

• 

M  h 

I     '   m      i*       J 

r        j   j 

r          rj 

J       J 

H  D 

'        r               * 

1        ^     *     m 

1        1         I 

2       2 

J7 

1 

1 

As      it     was     in      the     be  -  gin  -  ning,             is      now,                    and     e  -  ver 

|U 

•^       -^                  i 

m 

•^          -^ 

1 

i  LM  - 

'      r       r        r 

f^         r 

r    Cmca 

m     r     r     _i 

11  / 

1        W 

P          I 

^     i       i      * 

IB  (* 

gin  -  ning,            ig        now,                 and       e  -  ver    shall           be  :                   world 

> 

y^\. 

i      i 

(C^*   I 

Jr 

r      r        i^> 

r 

W     r 

^^^  r 

>                 1      J      J 

1        [         P 

J    J 

rJ              » 

the     be -gin -ning,  is        now,  and     e  -  ver       shall         be: 
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/L  b     J    r     r 

i 

• 

r       T^ 

ffn         '                   J 

u.     1                              1 

n 

J 

^^j 

tfdr  ki  J 

1           1 

be  :                 world  without       end    .    .    . 

A 

^  ' 

-    -    -    -  .  men  :     world  with- 

M«       Ji*      1 

Ui^ 

>  n 

_ 

LT_                      ^^i                 ^S         f* 

r  ui     3- 

r 

a 

^ 

rj 

i  L«*     5               r"*^                   I 

1                     1          ! 

1    i 

Ir            1 

c^ 

shall        be  :                  world  without           end. 

A 

-    -    -    -    men  :  world 

•     k\         i 

i 

I 

22 

—  -^ 

•--^ 

JPBB      [/                                             I                                i 

i          i 

J 

X 

B^- 

^•—^ 

Z3 

11  /          Ssfi    u<  .J 

KlJ 

*     f 

' 

llu           JT         H^           >•—  J 

2          J  C* 

without       end 
i 

—  -^                 ^ 

/ 

-     men  :  -  world     with  -   out     end. 

A  -  -  - 
f^-* 

-      - 

•^ 

\ 

/iV      •                 u.            (f,^        ^^ 

r 

I 

DEE  BZEZIaEIilC 

g 

^ 

V^L               HP- 

2     r^ 

world  without  end. 


A    ,-.---    men  :    world      with  -  out 


L 

x*~ 

^- 

—  >v 

i: 

/TN 

r 

9  : 

f^^ 

^—  ^ 

1 

jfi 

•^ 

-—  , 

I 

L-J*              r"^^ 

r~  '  ^ 

-  —  ^ 

—  -J 

i  I/^TI  i 

Cu) 

.^^ 

1 

SP 

r"j 

*•-—  *^v 

| 

L—' 

1 

oj 

1 

\  

^ 

A 

i        A 

1  1 

-&— 

I 

ii      ii 

M 

***^i 

J 

f^^j 

^~^ 

1  r^t  1 

S 

5 

f  J 

^-—^ 

d 

f  j 

• 

*-^ 

n       'I 

17 

?J          »J 

TO 

^ 

^/ 

i 

nt 

h  -  ou 

b 

1 

jnd.       A 

- 

", 

- 

-      E 

ien. 

A    -    - 

-    men. 

IL1 

U 

/ 

\ 

i 

t^\ 

r 

21 

^J) 

^  —  . 

I 

• 

i      i 

i          1       i 

i 

n 

z 

{'~*' 

r^        /^j 

J 

J 

J 

b  J      ! 

17 

9 

r 

^J 

^-i 

J   * 

*    rd 

IC3I           1 

II  Cr 

^^ 

% 

*s 

^-^. 

^~~^ 

v~ 

_s 

A 

A 

f**\* 

i 

. 

^~* 

• 

ICx» 

i  r/ 

• 

J2 

F^ 

^>L     ^ 

a 

^^-J               ^"-^ 

—  --J 

1  b*"^>i  1 

.--, 

r^ 

S^ 

1 

J«J 

1  10*"]  1 

s. 

^ 

"^ 
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No.  8. — Example  of  a  Canon  Eight  in  Four,  at  the  unison, 

for  Two  Choirs. 

From  a  Cathedral  Service  by  F.  A.  G.  O. 


/T     / 

^ 

*~-^     ^^ 

» 

_ 



f(T)  ^ 

j 

3 

1 

] 

i 
Glo  -  ry 

be 

to  the          Fa     -     -     ther,                         and 

to       the 

i  i 

S 

E 

£3        £3 

r    ( 

* 

- 

FT   ^ 

/ 

I/ 

1  u 

Glo  -  ry 

be 

to  the           Fa     -     -     ther,  ,                        and 

to       the 

w 

(^U           1         I 

X^J 

r^  \ 

E!    Y 

\"^ 

r^ 

^ 

W 

P^      J    W       r^ 

-       e: 

^i. 

1  /     v 

* 

i 

1  if 

1 

i 

Glo  -   ry 
-&-     -^~ 

be 

to  the      Fa    -    -    -     ther,                          and 

to       the 

• 

^ 

r~^ 

^"-^               1 

l^/«  f 

i 

-       F^ 

i 

^^^    V 

j 

fj 

1 

3    1 

Glo   -   ry  ' 

be 

to  the           Fa     -     -     ther,                          and 

to       the 

L/ 

f  —  '     •^    •^ 

f~^j 

/*-~> 

XT     f 

*                  • 

r^     r^      r*^    r     r 

V1  y 

Glo  -  ry        be     to  the           Fa     -    - 

-X—,              .»--»                 ^—v            ^          ^                            ^—  > 

ther, 

^—  » 

II  1 

V—  ^                                                                       *.  .^ 

ILJ     7 

^                  i 

[i^.    5! 

j 

1  7 

lrC» 
I  1 

Glo  -  ry       be     to  the          Fa     -    - 

ther, 

H 

f-"      ,-•-, 

/^D           1         1 

n  ^ 

^                  i 

r"^      r^    i*    i* 

\^                 49 

^^ 

rz 

^                  / 

I 

* 

1          1              1 

Glo  -  ry       be     to  the      Fa    -    -    - 

1&-    -&• 

ther, 

/SY 

i       i       r^   P  i* 

j^2 

i  C-'*  4 

^                  i 

ft 

^^~s  V 

j 

i      i    i 

^^> 

Glo  -  ry        be     to  the          Fa     -     - 

ther, 
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/r                        s: 

r^     r^     r^ 

rrh 

v>  J 

i               ' 

Son  :               and 

to       the       Ho    -    \y 

9~~  ^        /*~ 

Ghost. 
/•»-) 

<T3            j^D                               A       I* 

^                                       1 

ILJ                                      ^  g 

i                        i*    r 

-              - 

IL^                                            . 

r       i 

1 

If  7                                                     ^v 

1                        1      ' 

1 

Son  :                      and 

to       the        Ho    -    \y 

Ghost. 

ILJ 

*—  •  ^ 

L»                                                              ^^ 

£*>      !-^       rjifr 

• 

I  /                   ^  ^ 

f             ' 

;TTJ 

1                   1         ' 

Son  :               and 

to       the        Ho    -    \y 

Ghost. 

x^\« 

f^t      r^>       n       r^ 

[Cy- 

• 

W'        n 

1           1 

r^> 

^-~t 

Sun  :               and 

to       the        Ho    -    \y 

Ghost, 
rz 

o                ~r      1° 

f^>                   ,*•-, 

n 

/r     -            '1 

r^>     \^>             \ 

VS  U                    2_ 

\ 

and       to       the 

Son  :                 and 

to       the        Ho    -    \y 

Li                             F"**       *^ 

'—"'•' 

n   n  r^"'  w^~i* 

H      - 

_              i 

r^          i*    r 

n 

1            ' 

17 

E3 

1              1      ' 

1C, 

and       to       the 

Son  :                        and 

to       the       Ho    -    ]y 

M                 --->                  r~J 

f^~t       f^,                 ^~~m 

n      -      r       F-* 

r^i 

r^    r  r 

\\7                    i 

r^ 

1 

lie,             i         l 

and       to       the 

Son  :                and 

to       the        Ho    -    ly 

/•Y                     r^ 

i^      r^       r^       "^ 

v^'    -     r^                i 

i 

S2 

n 

i          1 

Son :  and  to       the        Ho    -    ly 
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~TT                                                                                  "  "  ^^_ 

ri     1EZE      r 

r^-^                  ^       <^j 

rrh                 <^           ^ 

i 

^^j                ^^ 

IS  D 

1          1      ' 

^/ 

As               it         was        in         the        be    -    gin  -  ning,           .       is 

1  1                     m             'O 

—  -j        j             -^->        ^--j 

<*O             x^"J 

H       -                          r*^ 

\^             I                     C-x             C-^" 

p--^             C^                ^ 

n 

17 

'                                                                     ' 

'                   ' 

re 

As               it         was        in          the        be    -    gin  -  ning,                   is 

11                                                               .—  T^                                       i            i 

II                                       11 

^^       ~             "~^            !<• 

<*d        rd          - 

fifc3 

o        o                    ^j 

1C.                                          J£ 

1 

1 

As               it         was        in          the        be    -     gin  -  ning,                   is 

r^> 

feX     _                      ^ 

r^ 

\          \        - 

^-  -*              -              ^ 

1                        | 

J          J                 ' 

f^j 

1 

rt         rJ 

As               it         was        in          the        be    -    gin  -  ning,                   is 

r                   ^^ 

'  «     r"j     rj 

vr                             ^ 

^                                                        —  — 

r^    i*  r    i      i 

*jn% 

r  J                   ^~^ 

i        r           I         ' 

^  K 

I        I     i 

Ghost.                                                 As                 it         was        in         tha      be  - 

i  ( 

H               - 

O          \                O        G> 

U 

[7 

\ 

re 

Ghost.                                                     As                 it          was        in         the       be 

I  i           --,                                                                                         .      ^^ 

u         o 

£2 

\     r    r     I~D 

u                     « 

/*d                    r^      r^ 

H 

™                                  ttrJ 

<-*>     '      1                 r 

re 

™ 

Ghost.                                               As                 it         was       in         the      be 

f  —      r—  '      r-~ 

—                                         r^^ 

^ 

^^-^                 r^J 

4- 

Ghost. 


As 


it         was       in         the       be  - 


Hh 
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X                        M 

r^        —            i 

HHJ        eza 

rrn    I                         ' 

i                      rd 

i 

EEZI 

1                      ^ 

1      i 

now,     and        e    -    ver 

1*^*      r-      o      n 

shall      be  :               world 
r~~t        f^                  ft 

with     -     out      end.       A  - 

n         r    *P     P^      r^ 

\^          \^         \^       \^ 

r*              r   l 

^ 

B 

' 

\              iii 

17 

lx» 

now,     and        e    -    ver 

shall      be  :               world 

with    -    out      end.       A  - 

1*~-V     9^ 

r               ft             f"^ 

ft        ft 

L/  r  •  i*  r^ 

•M                  I              f--1*^              J^J 

E        - 

ix        r    p*     « 

II  /                I             1                                   1 

" 

1        IX 

III*           ^v 

1        i 

now,     and        e    -    ver 

f3"      ~P^ 

shall      be  :               world 

with    -    out      end.       A  - 

•P" 

i 

*     <^ 

i                _                1 

i*  *  r     i 

31(2 

fj               fj 

1       iX     ' 

'                      3 

now,     and        e    -    ver 

shall      be  :               world 

^ 

with    -    out      end.       A  - 

J?                      1                      1 

r^       T-^      /^D    i*  r 

r^ 

•                     P^ 

\             F->         - 

((I)                  r^        ™        ^ 

1                  1     ' 

I             f                      ,---, 

i                       '~-~^ 

gin  -  ning,                 is 

now,     and        e    -    ver 

shall         be  :                 world 

Li      f^        ,-->                  c*> 

r    «7»            r^ 

P3          P3                    P3 

t4                   P^        - 

i 

- 

n 

17 

IT» 

gin  -  ning,                 is 
LJ           t             i 

now,     and        e    -    ver 

shall         be  :                world 

tr 

ft                  r-> 

ft          ft                        II 

f^ 

p-1                         - 

\7              ^              Q 

\                   \          ' 

^J 

re 

rj                   \ 

1                                               1 

gin  -  ning,                 is 

now,     and       e    -    ver 

~^~      ~^~ 

shaU         be  :                 world 
Q 

Sj*\°                                                                 F~^J 

r->     r-> 

^J*               1                    1^1 

-    '        \        i 

•         1 

"^•^^  ^  —  j  j  1  

1        I 

rJ         rJ 

gin  -  ning, 


is         now,     and        e    -    ver        shall         be 


world 
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-*- 

nc=^ti— 

—  \M  —  1 

fin 

I--* 

P 

j 

532 

i 

tr 

•    men. 

A     -     men. 

A     -     -                men. 

/Ov 

ii 

*^f                     1 

H 

._ 

^»            • 

m 

17 

1 

1C* 

-    men. 
LJ       ^ 

A 

•     men. 

A     -     -     - 

men. 

''""                          ^v 

H 

'— 

I 

.  .—  —  g  .                1  1 

H 

« 

gp 

1  IC-^i  1 

P 

rJ 

^J 

1  C* 

-    men. 

A 

/* 

^^                ~^\ 

x^\» 

r^ 

—  '  *    (•          <^^> 

[Cx«         j 

jjj 

Ml 

II       II 

^_^*         f^^J 

(~^J 

I 

1  f2\l 

IP       f  1 

'    men. 

0               ^  *  ~^ 

A     -     men. 

II       jl 

r^  / 

E^ 

^^J 

^--  , 

i 

BOD 

Vr 

p 

r 

1 

2J 

<^v          — 

J     r->    •      r 

fm 

r^j  .     * 

1               ' 

^  with  -  out      end. 

^—  >        >•—  ,       .•—  > 

A    -     men. 

A 

x^*                            "^\ 

ii 

e 

—  ' 

2« 

(^  *    r                    ' 

p^ 

— 

I           ' 

K 

17 

1C* 

with  -  out      end. 

A 

-    men. 

A     

men. 

/* 

U  ...[_    *  ^  •  *   ^>  • 

^—  I 

1  1 

f~^J 

2[J 

ii    1  1        I 

1  ^ 

!      ^ 

I            v'^ 

rH 

•X* 

1 

with  -  out      end. 

A 

>2\« 

'    ^ 

r^t 

•  C/» 

(••  i 

. 

— 

Vfc,-' 

B 

r~j 

1      r 

—  -J 

II        II                                   _ 

INI 

with  -  out      end.     A    -    men. 


A    -----    men. 


H  h  2 
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No.  9. — Example  of  a  Canon  Nine  in  One,  at  the  unison. 

••-«•-  -*-     •     •-  \ 

By  JOHN  TRAVERS. 


a 


-    mis 


Qui 


Ag    -    -    nus 


Ag    -    -    nus 


•- 

Ag     -    -    nus 


iz 
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r  r  r  r  r 


£ 


tol  -  Us  pec  -  ca  -  ta,  pec  -  ca    -    ta        mun  -  di, 


Do    -   -   na 


fj  r  r  f  r  r^ 


3: 


Qui          tol  -  Us  pec  -  ca  -  ta,  pec  -  ca    -    ta         mun  -  di, 


r  r  r  r 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec- 


^ 


s 


De 


S 


-    -    -    nus 


a 


Ag    -    -    -    nus  De    - 


IP" 

Ag    -    -    -    nus 
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7T-T-3— 

eh  r  —  5  

n 

1> 

I 

&~              F^  *~ 

-p  —  ^  

ILL)  1  1  —  1 

-  — 

-—&,  ^  1 

Do   -   -   na 
a 

no    -   bia             pa 

cem. 

J^_  ^  (Si  & 

E3  1  1         i 

p  '    r 

r  r     ^  =q 

iUZ  ^J  1 

-    ca    -    ta         mun  -  di, 

_A 

i  _  —  i  1  —  i 

Do    -    -    na 

no  -   bis              pa    -    -    - 

Jfi.  ea  —  j,  ca  ft  —  p_ 

i  —  £2  ca  ca  

fl>  i    r      '    r  i: 

E     1  1  J—  : 

p  '    r 

SJ2  1  J 

tol  -  Us  pec  -  ca  -  ta,  pec 

-0  ra  —  i 

-  ca    -    ta        mun  -  di, 

i  1  1  —  i 

Do   -   -   na 

7^~~                       ~~  ^~ 

—  f=*  j»  —  »  —  f=  —  «  —  f- 

_  ca  p  ca  

<h       ^ 

i               '                ' 

1              1               I 

HZ 

1       ' 

^ 

3 

-    -    i,                           Qui 

tol  -  Us  pec  -  ca  -  ta,  pec 

-  ca    -    ta        mun  -  di, 

-A                                               " 

[/ 

f^2 

C-*                  m        C-*        m       P 

^h-J—  •  —  ^  ^> 

_[±  —  (•__*  —  p  —  C  —  f_ 

m_«  1  

C2  1  

1  j  1  1  1  L_  — 

J 

-     i,      „                      Qui 

tol  -  lis  pec  -  ca  -  ta,  pec- 

rfc~L                       : 

i  —  i  1  1 

-X  

\    J    r>  —  

P-!  

fct)  —  1  —  i  ^  S^1  

•    *  —  \  —  

ej                             \ 

VLZ  —  a  1 

Do* 

i                                      On! 

1,                                                  V^UI 

-^  , 

^ 

P-T-     I     ^                  ---. 

7f- 

.  

\       J        fT3                       n 

m  

1  r-      ^~               $& 

m     9     \                   S 

XU.  &  1 

~T 

w.. 

-g-  

1  

m  

\  ^  1 

•*• 

_j_      ca  ^^  

nus  De 
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s 


m 


Qui 


Lg    -    -    -     nus 


cem. 


Lg    -    -    -     nus 


no    -    bis  pa 


cem. 


Ag 


nus 


Do    -    -    na       no    -    bis  pa 


cem. 


S^ 


ca    -    ta         mun  -  di, 


Do    -    -    na       no   -   bis  pa    -    -    - 


r^r  r  "  r  r|  r    r 


3 


£ 


tol  -  lia  pec  -  ca  -  ta,  pec  -   ca    -    ta         mun  -  di, 


Do   -  -   na 


r  ?  r  r  r  r|  r   r=^ 


, 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec  -  ca    -    ta         mun  -  di, 


r  r  r  -TEEE 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec- 
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r  r  r  r  r-P-i  r    r    j. 


tol  -  lis  pec  -  ca  -  ta,  pec  -  ca    -    ta         mun  -  di, 


Mi    -    -    -    se  -  - 


t^-T   f  r  :g=fr 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec  -  ca    -    t          mun  -  di, 


IS 


r'  r  r  ^^ 


tol  -  lis  pec  -  ca  -  ta,  pec- 


^ 


Qni 


^^ 


nus 


De 


m 


-  '.  -    cem. 


Ag    -    -     -    nus 


no   -   bis 


pa 


.-.    cem. 


-    -    -    nus 


£ 


Do   -    -   na      no   -   bis  pa 


cem. 


-    ca    -    ta        mun  -  di, 


r  •  rlf  J   - 

Do    -    -    na       no   -  bis  pa    -    -    - 
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re    -    re  no 


bis. 


-    nus 


se    -    -    re    -    re  no 


bis. 


4= 


ca    -    ta        mun  -  di, 


m 


se      -      re    -    re  no    - 


£^r  r  r  r  rj=£ 


tol  -  lis   pec  -  ca  -  ta,  pec  -  ca    -    ta        mun  -  di, 


mi    -    -    -    36  -  - 


-(=-i- 


*=-fr-r  r  r^ 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec  -  ca   -   ta        mun  -  di, 


r  |  r  r  r  £E£ 


Qui          tol  -  lis  pec  -  ca  -  ta,  pec- 


F*§ 

De     - 


m 


Ag    - 


nus 


cem. 


^ 


nus 


1 1 
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~17  i 

i      i        , 

1 

EE        —^  5^- 

J      J       p^  ®  

^_j  j  

S  J-4 

e 

/\ 

^  — 

. 

-j*-  

^  ^~1  

H  —  J  —  1^3  ^=  

'J      TT 

L^-^  m 

De     ------- 

/") 

*• 

I/ 

, 

XJ 

S3  S  

(ff)  —  —  ^  

__  

—  1  1  __  v^-J  

«;  —  *- 

T) 

V                                   \ 

(Sr~f  —  »  

^^&  ^  

re    -    re             no     -     - 
to 

-     -     -     -     bis. 

Ag    -    -    -    nus 

3c 

i 

fe  —  -                          &  — 

f~~*      j 

m  =  

—  i  ^"^  ^5  

^^  ~^,  

3 

™>^j 

^^-^                           c—' 

,  . 

<£  r    r    r     i  = 

_                  ~-, 

—  n  —  -3  1 

^B  —  '  '  '  :d  

o  ' 

ca    -    ta        mun  -  di, 

Q 

mi     -     -     ee    - 

-    re    -    re             no    -    -    - 

/^_j                 f^^j                    r^j 

0KI   I*  —  P  —  P  —  F  —  i— 

—  1  1  1  ]  

—                               ^j 

<m^-J  1  1  1  1  L_ 

u 

tol  -  lis  pec  -  ca  -  ta,  pec 

-  ea   -    ta        mun  -  di, 

^2                   A        ^2        2       Z 

mi    -    -    -    se  -  - 

(m  ^3  "  1  

i     f  r   r   r  r 

—  1  1  1  1  1 

1 

_~^ 

-    -    i,                           Qui 

tol  -  lis  pec  -  ca  -  ta,  pec 

-  ca   -    ta        mun  -  di, 

>f    J    J     r  =  

r*  —  i 

{->      -     •      F     f     f- 

g)    J    *  2  

i                                            Oni 

3  —  F-J  —  i  —  L^_. 

tr>l    .    I!-:    r^of  _  /v»     _   fii      r»t>r>- 
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pj  

C2  C2  f!ii  

%    &  —  dr-J  s>  
v             -+-J* 
-    re    -     re             no     -     - 

1 
bis,                           Do 

-     -     na          no  -  bis 
f^    -j 

-     i,               mi     -     -     SQ    - 

-re    -     re              no     -     - 

5  =  '  1 
-     bis,                            Do    - 

0  j   j  =•  1 

_. 

—£J.  1 

~^J  1-11^                      H 

<J 

-m-    * 

-0  —  —  , 

^ 

?f  1  — 

^  

1  1 

9      ^^        t                        1~*~> 

cJ 

v^ly             j                              Jr  5? 

;         i 

^?                   ^       ' 

*J  -*•  dt 

T)p 

y) 

^  — 

^ 

T/ 

, 

1       t                                            i 

M 

i 

1     ^      ^-^              (-^ 

IJT)  ^  

—  i  1  c*i  yffy  

—  *  j  —  1 

D 

/^ 

^  — 

I' 

I 

XL  

—  ^^  —        —  S-*3  — 

l«                     j*^"I5                                               j^lr 

—  --> 

1                               *?t~~*f^ 

T 

xT                                     1 

(M)     1            ^ 

p                                               £3^ 

-*^                                           ^ 

.^ 

re    -     re              no     -     - 

-     -    -     -     -     -     bis. 

Ag     -    -    -     nus 

(/ 

i 

M              ™                                                              ^*^ 

—  (^  3  

{(j)  ^^  [  

—\  "  =:  

t  )                                        ^^ 

_^^>-~'                    ~~~ 

\J          ^^j               f^^j                  ^^ 

i                             j 

/(                                          i 

j^^           I                             1 

&}  —  i  E    —  =J 

1  

i           ^"^                             1 

..     .    ca    -     ta        mun  -  <Ji, 

1  ^3  1  

.  mi    .  -     -     se    • 
I  i  2 

-   re    -    re        -    no    -  -    - 
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pa   -    cem, 


se    -     re    -    re  no 


big, 


^=P 


na         no    -   bis  pa   -    cem, 


mi    -    -    -    -    se    -     re    -    re 


^ 


-  -   bis, 


Do 


na         no    -   bis          pa    -    cem, 


m 


-    re     -     re  no 


bis, 


-  -  na         no  -  bis 


3 


-     i,  mi     -     -     se     -      re     -     re  no     -     -     -     bis, 


Do    - 


m 


i,  mi      -     -     se     -     re     -    re  no    -   -   - 


g 


i,  mi     -     -     se 


Lg    -    -    -     nua  De 


bis. 


-    -    -     nus 


De 
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mi  -   -    se    -    re  -  re          no    -    -    bis,  no     -     -     bis. 


no    -    -    bis,  mi     -     se    -    re  -  re          no    -    -    bis,  no    -    - 


r-r  r  r-=g 


-    -    -    se  -  re  -  re  no    -    -    bis, 


mi   -  -   se   -   re   -   re         no    -    - 


pa  -  cem,  mi   -    -    -    se  -  re  -  re  no    -    -    bis,  mi  -  -   se    - 


-   -   -    na     no  -  bis       pa  -  cem,  mi   -   -   -    se  -  re  -  re          no     -    -    bis, 


m 


^^-r-|-f^-T=P""n 


«j)    & 


-  -  bis,  Do   -  -  -    na     no  -  bis       pa  -  cem,  mi    -    -    -   se  -  re  -  re 


Tj7~^ 


-  re  -  re         no    -   -   -   bis,  Do  "-  -  -   na     no  -  bis       pa  -  cem,  mi  - 


^+cl  Jj        ^- 


-    i,        mi    -    -    se    -    re  -  re          no   -    -   -   bis,  Do    -    -    -    na     no  -  bis 


S 


S 


i,         mi  -  -   se    -    re  -  re          no   -    -    -   bis,  Do  - 
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-  bis,  no     -     -     bis. 


% 


^ 


--re  -  re         no   -    -    bis,  no     -     -    bis. 


tS? 


mi   -  -   se    -    re  -  re          no   -  -    bis,  no     -     -     bis. 


fie? 


no    -    -    bis,  mi  -  -   se    -    re  -  re         no   -   -   bis,  no    -    - 


v  f  r  i" 


-   -    -    se  -  re  -  re  no    -    -    bis,    "  mi  -  -   se    -   re   -   re         no    -    - 


•'  f  r  r^ 


1 


pa-  cem,  mi   -    -    -   se  -  re  -  re  no    -    -    bis,  ..     mi  -  -   se    - 


JS 


-   -   -   na     no  -  big       pa  -  cem,  mi   -    -    -    se  -  re  -  re  no   *-    -    bis, 
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-  -  bis. 


3= 


-  bis,  no     -     -     bis. 


m 


- 
re  -  re         no    -    -   bis,  no    -    -    -   bis. 


mi  -  -   se    -    re  -  re         no   -    -    bis,  no   -    -    -  bis. 
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No.  10. — Example   of  an   Infinite   Canon,   which   ascends   a  tone   in 

pitch  at  each  return. 

By    GlAMBATTISTA   MARTINI. 

in  A  ^— 


m 


in  D 


tj-t 


in  D 


in  B 


-£2~ 


-<s»- 


S 


£ 


-Pft^- 


in  A 


-«s>- 


in  E  ^^ 

-pfr*  r  mt^ 


-o- 
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&c. 


&c. 


&c. 


&c. 


% :  v»  -p-  if>a»  P 

•flF™ — ffH— — 4 — L  ^i     — 

^ 


m 


in  B 


t 


e 


e^ 


•       * 


fee 


No.  11. — Examples  of  Infinite  Canons  at  various  intervals. 

From  A.  ANDRE'S  "Lehrbuch  der  Tonsetzkunst." 
No.  I. 


m^ 


At  the  second  above. 


BE 


Subject. 


At  the  sixth  below. 


e 


At  the  seventh  below. 
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No.  II. 


From  the  same. 


•  p    m      JY 

^  rn^ 


ffti-^ 


At  the  sixth  above. 


3E 


At  the  third  above. 


M^^^fa^^  -trfrr^^tt 


Subject. 


^ 


^ 


At  the  fourth  below. 


/  C?      5 


rgg  r  r  r  r 

rc  '       ^J^"i«J 
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K  k  2 
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No.  12. — Example  of  a  Canon  by  Triple  Augmentation. 

From  the  same. 


i-'_|Li VL. 

^5.2 


I 
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No.  13. — Example  of  a  Canon   by  Retrogression,   or  "  Canon 

Cancrizans." 

From  the  same. 


TT  f    rT 


(0 


I 


sfe 


m 


&3 


w 
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No.  14. — Examples  of  subjects  in  double,  triple,  quadruple,  and 

manifold  Counterpoint. 

No.  I.— At  the  octave.  F.  A.  G.  (X 

1. 


X3EZI 

r                   p 

r        r   i 

F'^rl 

rrn      ^ 

1                    I 

i 

i      U 

l>y 

1      ^ 

J 

®-       *  -f-  -     -         -*-&*-.        -r-    *    - 

U                       if 

r    i*   r 

• 

Er      • 

r^i 

r  k  r»    r 

r         i 

K  &  ^  j    ' 

1     i     i 

1 

17 

re 

2. 
U 

r  u 

i 

BIjZZD     *•      m      P      » 

J   J 

r^    •    :      i* 

j    j 

U      t£lj      r 

*   J    * 

*   * 

a 

it.                         1 

1. 

/SY                      i^^ 

i 

^               2 

i 

^_~ 

I  €J-  1    /  >             S 

r^  •         J 

iHZ-131 

J  *  i* 

*-^ 

V^-U    \.y 

* 

r    i 

<r     ^f 

No.  II. — At  the  octave. 


F.  A.  G.  O. 
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No.  III. — At  the  octave. 
1. 


ZZEE 

i  •      rj               P 

W        rj 

ffn     B 

IE                   rJ 

i           J 

CJ    •      * 

Vb 

h—  ,               rJ    .          * 

1 

J 

W<—  r 

2-                          ^.  . 

/^\»      i      ,          . 

i*            r   i*  «  n 

Cx»  i   [7  rt  /li                            1 

r  \                        r  Ui* 

^"••^b-fj 

x    VI  7 

ii               'i        ^r 

2-                                                  .  -f-1*    *    - 

ti    i? 

r  '               P-—  P  ri« 

^^> 

J   (\t                                     I 

r                 '             * 

'• 

HdZJi 

\\j 

i    >                    'i 

P 

' 

1C. 

u    b  L  * 

^7      i                ——v                               ^^ 

i             i 

^^^^ 

IM    (y   ~) 

I           J 

/-^  •    1*        " 

(~7      JJ 

st               P 

—  m  _  .  <^(  —  i  f— 

p    r 

No.  IV. — At  the  octave. 


1. 


F.  A.  G.  O. 


X^   h    •* 

/o       r^       r^ 

irn 

~t,  *) 

y-^>              • 

^  ^            * 

P        1 

£32 

^      ^^>    • 

II           I 

J 
I  i 

2                                                                                                                     /^ 

U      '             r>      <o           «^>        h^-,       l^^^       o       >^^ 

H 

-i     4i                        i 

Wf—  ' 

r"^               ^ 

^          (TJ                      \ 

r» 

7      .>       _                    1 

: 

' 

P         r^ 

B 

rt 

ft. 

1                  1 

2. 

El 

b  •>            p      s?"" 

s        us 

r7rj                   -^^ 

r^ 

rrrr 

51   »J      - 

r^       r^>       f^) 

v     ft               I 

P 

\S  L/ 

£ 

'III 

l'                                                                                    -      .                       «        *3M     -P- 

/^\« 

U     *i                 ^-3         ' 

^^J          * 

f           ' 

i  ^s* 

,  17   .)          2 

c  o  : 
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iNo.  V.  —  At  the  octave. 
1. 


HAYDN, 


^O1 


m^ 


m 


No.  VI.  —  At  the  octave. 
1. 


F.  A.  G.  0. 


y^^r  r  r-r^E^ 


^4H- 
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No.  VII.— At  the  twelfth. 
ft   L 


HANDEL. 


IB 


2. 


By  augmentation. 


fi£ 


No.  VIII.— At  the  tenth. 
1. 


F.  A.  G.  O. 


H     / 

*    r    r 

i 

—         c=*  

FT  ^ 

y       1                                   ' 

17 

re 

o               /~~ 

Xt*                 ^—\ 

^- 

^                  —      0 

-^?- 

r       ^  «     i*      r 

I        ^^  i^ 

/WV 

i    r 

IE             1          i 

I  C'*  /" 

it 

ij       1 

^w        ' 

^^  •*    v 

/ 

ii  i 

X*                   /^^— 

*s 

^_ 

KEi 

^^^-^ 

^B             ~                    "IT             ^P 

C--^ 

L*)      7 

r       i*  «     i*      r 

1              I       (^        1 

II  /       V 

J 

i    r 

1                 I                       1                1 

11  C» 

1        LjJ       1        i 

**sl           ' 

1. 

i 

/Sy 

i 

---, 

\^'  f 

*    r      j     «     i* 

•                <• 

^^—  ^ 

V»^  i 

*     * 

1 

-^ 

Ll 
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No.  IX.— At  the  tenth. 
1. 


JTrf?n3=^rP 


-<s>- 


1. 


£» 


No.  X.—  Triple. 
1. 


REICHA. 


3 


gETT^^^g^ 


rfWrnrrrrerlS 


£E 


^ 


^ 
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No.  XI.— Triple. 
1. 


REICHA. 


e 


f-  "r  i  rf>  r  p 


rl  r  r  r  r 


-e 


g 


XL  »  -i                <"-> 

1 

1  ~f"--\  

ifi  1     ? 

1                      J 

rJ               § 

—  ^ 

v  p 

rJ      .               ^ 

21. 

x"         s        ,             *• 

HIM                   M  ^.^ 

*     7« 

_^—  k                        1 

[S3     |_   i                               W  ^^"^ 

(*      *         «!* 

IB  2  5 

i              r        rT 

1  1  /           L/ 

1            L4 

J 

—  ^   «-.  -r-   .   ^ 

fm\'     U        1          ^  1                     1 

r     i* 

<^i            i 

l^-i   ?                   U  J 

r 

r^                  1 

^2 

^^•^  ft  w 

1      i 

1                            M 

No.  XIL— Triple. 
1. 


J.  KBIEGER. 


s 


-e-F 


^=  =^-  S=^ 


Ll2 
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No.  XIII.— Triple. 
1. 


2. 


F.  A.  G.  O. 


S3 


£ 


3. 


£ 


& 


No.  XIV.— Triple. 

1. 

— s> 


F.  A.  G.  O. 


rv  ||°-  ar|r^~[r~r"^ 


n 


3. 


-s^- 


g 


3. 


e 


? 
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No.  XV.— Triple. 
1. 


F.    X.    RlCHTER. 


/\   i  *  -  r-> 

I*      J            —  --J 

*    J       l        J 

J     fi 

l 

if  n  ^         1 

1               ^      ^~* 

*jjj  ^ 

tJ'-ttJ  ^^ 

EE             i 

1 

^--^    n^^^ 

2. 

^v 

^                         -^— 

•0 

L  i              i^ 

^                 <*~t 

2   i 

^  ^ 

c,-^ 

•M          /"   )                      ™ 

r   ^ 

r    i*      r*^ 

P   i* 

m  i*  r 

17     v  y 

I            l     I 

1 

1     <J         r 

^   ™ 

1  C* 

1      1         ' 

1     I 

3. 

P--  1*- 

r~-\ 

_  « 

O'      l      ' 

r~j 

r     *        i** 

*  r  r 

r  r 

r->    •           p 

P  r 

1 

^^-^    V  J 

1                U 

1 

1 

No.  XVI.— Triple. 
1. 


G.  DEUMMOND,  Mus.  Bac.  Oxon. 


A      B-  •  » 

i 

E 

rrn        ^ 

vU 

2. 

J?  *j»  ;{  —  =  1  1— 

^  j  J    r^  — 

/K   s-  j  —  F-    J     J 

r  *  ^  J 

^^^nr      ^ 

i 

IMJ        4- 

^  * 

j          j 

i 

3. 

i 

r      i* 

1^-3 

•  —  -•"*  "         ru 

P         • 

J            i 

SZ    ft    1         "^ 

J       I          r 

•*            i 
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No.  XVII.— Quadruple. 
1. 


ZIMMERMAN. 


A    f 

i 

e 

Er     r-1 

r^ 

ff  n  * 

j 

f 

\          ~*^ 

VV" 

1           1 

i 

1 

J 

2. 

•^ 

11  1 

—  -J 

r-^     r    P 

—  ^-J 

ILJ      "7 

I»            • 

•• 

'--^ 

f 

*--^ 

[Eh      \ 

5 

i        '      i 

II  / 

lit* 

u 

/^~3                -^                                                                                                                                                             •*^k 

H 

p-* 

r           r^ 

1                      ^—\ 

(~  ^j 

n  r 

^            - 

2fc 

J 

17  *• 

2                ' 

I         ' 

rJ 

1C. 

i 

1 

4. 

/jjV 

—  —  t 

|Cx»     g 

1 

*-^ 

^^j 

V^  I 

rj 

No.  XVIII.— Quadruple. 
1. 


ANDRE". 


f^F 


^ 


I 


^rr-^-^ 


^^ 


4. 


^^  f^  r  h-tf 
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No.  XIX.— Quintuple. 

1.  * 


MOZART. 


No.  15. — Examples  of  Subjects  and  Answers  for  Fugues. 

No.  I. 
Subject. 


Answer. 
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No.  II. 
Subject. 


Answer. 


^ 


-L 


No.  III. 
Subject 


^^=r 


Answer. 


*   P  • 


— F— 


COUNTERPOINT  AND  FUGUE. 


265 


No.  IV. 

First  subject. 


V 


XT       f 

^     s 

r 

f-^j     . 

J    i        P 

m     \     ffi* 

C—  ^ 

frn    * 

• 

r     ^  i 

EJZ 

1        1 

I      '      1 

Second  subject. 

on 

I/ft 

i 

xT     ( 

I              ^ 

f* 

J  J 

d.     i 

1  , 

rrh    \ 

J 

J 

J#J 

*  *  *  r\  J 

J 

rl 

First  answer. 


XT       ^ 

t 

2             J 

i                J 

IfM      *• 

s  •    * 

rd            J 

rJ 

J 

J    J    * 

1-^-1 

SEE           *—  ' 

o    .       4 

J 

J    ^    * 

J 

Second  answer. 

i>                                                                         ' 

i 

• 

ILJ  »    j 

1       f  J* 

, 

I     i 

. 

H     ( 

»       ~ 

r  JtfWft* 

r         r  3i* 

B9 

tt^ 

\rt     \ 

j 

^Jl^^T 

1     1          Hl 

»*  J  « 

^  * 

^        ^J 

Q 

No.  V. 
Subject. 


^ 


Answer. 


M  m 
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No.  VI. 

Subject. 


HANDEL. 


Answer. 


=    y  "r 


-I — —*• 


No.  VII. 

Subject. 


O.  GIBBONS. 


/Ir-f    f 


HE 

u— •— 


Answer. 


Or  thus — 


No.  VIII. 
Subject. 


Ji.J 


Answer. 


rr 
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No.  IX. 
Subject. 


REICHA. 


y^     k              / 

i           >—  -^ 

\        & 

i              ! 

ffn  y          *• 

j 

rJ        S 

/-J        <^> 

2 

f^j 

First  answer. 
s>- 


I 


/ 


•P=t=F^ 


*=± 


Second  answer. 


Third  answer. 


V3 


of  which  the  third  answer  is  considered  by  Reicha  to  be  the  best. 


M  m  2 
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No.  X. 

Subject.     (In  B  minor.) 


EEIC 


*} 


I 


m 


First  answer. 


=*3 


Second  answer. 


here  both  answers  are  good. 


No.  XL 

Subject. 


EEICHA. 
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First  answer. 


Second  answer. 


-PL 


p  J 


liere  again  both  answers  are  good. 

No.  XII. 
Subject. 


r  CJF  f  r  i  r  - 


Answer. 


r 


No.  XIII. 
Subject. 


r 


FETIS. 


Answer. 


270 


No.  XIV. 
Subject. 


FETIS. 


Answer. 


^  r 


r- 


r  r 


three  alterations  are  required  :  they  are  marked  with  an  asterisk. 


No.  XV. 

Example  of  a  subject  which  must  be  answered  differently  according 
to  the  key  in  which  it  is  supposed  to  be. 

Subject.  REICHA. 


K-3CM        i 

*                     r       i* 

flr^         ^J 

j^                    i 

frh    *            I 

'                                       U- 

Jfc-( 

tt^    •    rJ 

If  this   subject  is  in  E  major,  the  answer  will  be  as  follows: — 
(The  harmony  is  added  to  make  this  clearer.) 


3C—3PB     ( 

*        <^»                  I 

fen           ^ 

7                       «->           •            J                      ! 

1 

vu                                         -"        m 

&^-~\               f^J 

1 

1  L^—  >ll 

f^J 

^•-J 

1  1            J  1                       1 

1  C/*  J*i^   4f           ^ 

5               j^^^fc 

^3^ 

jf^l  ] 

^                   *--^ 

(^^ 

iy-3tl  

1             1  1 
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If  however  this  subject  is  in  C#  minor,  the  answer  will  be  as  follows  : — 


j4     ft  *•       f 

*            rD      •    jfj 

ffn               * 

fl*         J 

fr--^ 

x^-j          *--^ 

1 

1  u^--^  1 

tT" 

CJ      •      CJ 

y^>v.  "Jft     fl 

^  j 

1  Cx*  Jfui    4>f            /^ 

i 

^--. 

^fc»^     if    if            v 

2S 

76 


No.  XVI. 
Subject  a.     (In  D.) 


F.A.G.O. 


H  r  r  r 


^    '    ' 


Answer  a. 


?>? 


Subject  /3.     (In  G.) 


r 


jr  -g  r 


Answer  /3. 


BE  j  . 
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THE  PRINCIPLES  OF 


No.  XVII. 
Subject. 


rir  r 


First  answer.     (If  subject  is  in  F.  major.) 


Second  answer.     (If  subject  is  in  D.  minor.) 


or 


or  thirdly,  in  either  case  it  may  be  treated  as  a  real,  not  a  tonal  answer. 
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No.  16. — Example  of  a  Fugue  for  Three  Voices  and  One  Subject!1' 

F.  A.  G.  O. 


j4     "7    r) 

J               rd      W 

J  *  W  J 

i    J             W  J 

ffh  E_3C          1         rd   • 

*  J          o      * 

•n      *  *  J 

*^  w              * 

EH      H-     rJ  •     sJ 

*    2 

*  ^ 

*  * 

t/                    V 
V 

t/  * 

k    V                   • 

1 

1 

/^>  •      r^>   • 

4- 

p* 

i            i           i 

' 

/SY      A 

(CJ-  1    n            i 

I 

1 

1 

^~s  k     4, 

^  7                  j    r  h« 

r^      i*     r^ 

r         r*        « 

ffn          rd          W     *            * 

i       r           i 

1            1 

r 

II1 

i 

-. 

n         ^                        r~-j     •      m 

*      P      m 

i 

i   ^ 

r  k    r      P     M 

-r             r     i*     W 

p     ^ 

r    * 

U  (7                    Pi               1 

1                      *     * 

j         r 

• 

l7                  1         i 

\              \       \ 

*      :         ! 

1      i 

IG                                                                                                                                          > 

V 

x^\» 

^  "  v                     • 

r"-^    * 

I  Cx»  i                                                        1 

i 

p^ 

v^b 

I 

*  In  the  following  examples  these  marks  will  be  used  to  indicate  the  repercussions  of  the  subjects,  &c. 
V  =  subject  ;    A  =  subject  inverted  ;  \/  =  subject  augmented  ;  /\   =  subject  augmented  and  inverted  ; 

\[y  =  subject  diminished  j  fa  =*  subject  diminished  and  inverted. 


N  n 


274 


THE  PRINCIPLES   OF 


A  k 

j 

^  p   P    j 

i 

J     P 

p 

j     j 

J     * 

rrn 

• 

*            ^ 

- 

*  "  "* 

^     *" 

j*J     J     * 

vU 

i     i 

• 

3 

!         UP      * 

3 

4 

§ 

o> 

1  1 

1 

-Z-i 

r  u 

«           P 

r 

i_ 

B 

• 

n  2 

^ 

P 

i          i 

1 

17 

! 

IU  ' 

fO 

P 

-     -P-     « 

.  ^^  - 

/^\* 

i*     i 

r 

v      ^ 

Er     n         r    P 

I  ^/« 

r  r    i 

i 

1      i 

P 

If 

V,_  ^  k 

1        ! 

1       1 

y 

m 

/*»       -, 

.  .  \^:., 

y  . 

u-          /»       ^ 

>       P 

p         r 

^  *• 

^-~.f                                                       ^  ^         L* 

^k    IT 

w*     r 

i 

*  w* 

i       •         r  3P    M 

ffv\ 

^^  , 

*E            1 

i           ! 

r  r 

\S  y 

1       j 

\ 

1                    i              ! 

V 

M 

—  -^ 

• 

• 

fr-^                  *                                                  1^"^^                   * 

K  fr 

1 

17 

1                      ' 

lu 

i 

m  ^^ 

A 

r   P   * 

f^^J 

P 

Er    p 

ICx1.   | 

p   i 

1       m 

#          * 

| 

1       1 

%^_  -^  n 

if 

P 

jfrJ 

1       1 

1 

1 

V 

I/    [ 

• 

rD      *                             III 

^(      n 

i*    _    t* 

• 

P  f 

m          _,'--'       ~         r^  •    H^ 

(M) 

. 
'  j 

r         i 

^^j 

- 

\ 

r    * 

w       «JS 

1 

«    — 

r^    . 

IU      ' 

p  d 

»           f-*"      p 

P 

r  P  m 

r-j       •                   ^^^                                           | 

i 

P 

.    p    * 

1 

i      •     r^  • 

[j51    2 

1 

r 

1 

1  d 

1            r             1 

II  / 

i 

i                            ) 

V 

/jjN* 

^-^ 

i     i 

I  ^X"    , 

t~~** 

p^  p  j*  j 

J  u,  J 

-      r 

^^  n 

i     ttp 

.      *  Y\*  »J 

ra  • 
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/^  b    J           J 

i                   n     • 

ffh        *  rl  J     *          J 

r^i       • 

e^^i     • 

fiJ2             M*              <rJ     . 

j*"~f      • 

^ 

^ 

N 

U-             *         0 

II      1                                  ^-_l                • 

x--)      • 

fl>    r    r    |*     - 

iH  u     P1^               -        r 

-        r 

f 

i 

\                    'I 

17 

1        1 

i 

/SY        1      i 

i                  i      i 

^_                     ^                          J*  _ 

l^*'       J                 \        r~i          * 

Uf        \            *             ^ 

<^-j           •                    ^^          I*        «T^ 

V^-K    ^  nj    J 

%*  r  r   *  hW  J 

p*          p   r 

17        u*    * 

*        1        |              U*     * 

i 

Jr    i                «                           1         i 

i     i     i          i     i  i 

Xf    b   fl^      r      i*      « 

r^     •           i*  h«     i* 

j 

ifn     ur                 r     *    W 

1                    1        r      r 

^    j   *   *   *   j 

v  y                                                    * 

!                    1               1 

^--j                                       ^—^                    -^ 

n          «->     -         F  n*     P 

«               P      m 

r^ 

H  u                             r 

r                     r      P     m 

-        r 

U  0                            i        1        i 

1       1                      P 

1                             I 

[7 

1 

re 

/*"                 ""N 

V 

/^N-        ZEZZ3             f^         0 

I 

r-)   •        r^    • 

l^'i                                             I 

]       r       —         r 

E 

S2S                              1             1 

rJ          \                          \ 

\J 

\J  . 

i     i 

yrT    n                                    ^            i* 

hJ     J               r->         |* 

»/1\  ^                                                   j 

^-1       •                 fj       • 

U^     KZZ3L 

\v  I/            ^j1      • 

^                    1 

V 

•           i 

II  1 

m                           f->           P 

r^                    fj^-j      . 

H  u     ^-)    •          r^    • 

r    p    m 

. 

i       r                    I 

r7 

1 

—               r^      p 

/^>     .            .--> 

^ 

/iy       r     i*     *       i                   ' 

1         • 

r^      •            m      r      m 

l^*i                   r       1            1 

1 

II 

V^k    i 

1         I         1 

N  n  2 
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A 


f\  i?    rj    •   vf^t   * 

^D        JhJIw* 

EE     •     riQ     . 

h*  i*  r 

ff\\  v    l          JC^ 

S      •      ^  UP"**! 

i 

up            n    2 

vMJ        1 

1                                    1 

1                 1 

i      1      ' 

•/                                          '                                                               ' 

r 

r-^    *   xT-*    * 

H  -i   r->  •  i*  flr  i* 

ttr-^    •       T^ 

i        a 

1       * 

P»  ' 

1              1 

'                         i 

17        l           l           l 

I 

1C*                                                 ' 

/5y      jjfQ     •       rTJ     • 

r^     *    flrD 

r^i     •          f^ 

r         w1-^     2 

f^~>   •      —     r 

1                   P     * 

seEi  T 

1                  r 

E-                  1 

1 

ZP5                   i 

i 

—           1* 

frn       ^                         J 

,                              1  - 

En        *     *     J     *     *     * 

.  —  l                  l 

- 

J                                                     —     •            o>     •              ^^.    . 

A 
•P-     *            ^p--                ^-^--i*-^,           -                    -      +     -r--P--r- 

IU                             1 

E1         r^        r 

P    r              ' 

1 

r          i 

IM     [^ 

i     ' 

1  1   / 

llu 

BE      1EHE               rD         * 

1 

>^^                       P       r 

V 


/^  & 

3                I       r-J          W 

u 

I  (Ti                                  rd     • 

I                   O            * 

rJ     .           DrJ     . 

i>  \j        n    •           sj 

^       9 

40                                                                                                    '                                                                                  ' 

HJ" 

9^3                 ^         I*          M           _        I 

IP*-  u          >•     r 

^d       •              i*       «        J 

r             r      i* 

H  1^                    I          CJ 

«n>»                        fflZMI 

I 

1  1   / 

I       I 

1               ' 

V 

/Sv 

1                   111 

V^'i                          -          r 

-         r 

1                 J 

*&K    ... 

^     • 

rJ     •                  «     J 
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/\    P                     n                 r 

I*  J      I     f^      P     tirD    •       Ss   •               j            hr?    • 

ifn         rd    •       BZ3    •       t 

En        5:           * 

'          '                            i 

V 

&                        V 

1  1       P 

h^             r->    P  i*  P  A                             i 

,?L>    •    HP  ^  m                             •  P"         i-    f-       rj>    • 

u  9  '    r  i     f^ 

r  P           i    '    i            iii 

17 

1    i                          >                  ii 

re 

v                  , 

/*^\»     i                 ^ 

icj'  ,    nn     *   P'  *  ^ 

rd*    pV        r^rrp 

^-^f?                             r 

<rJ    •          c-'                ^  * 

17     1         1      '          1 

J                                               1                   1         ' 

A 

y  i  u.        i  J^K   * 

X    fy  JL*  H—              g        P 

tJXj*    •      [fe2               r^           J                 rj.    •      ^-3 

/(h  z  ^T  WP   *• 

4ft                    Hf                          <->*•*    J                                    i           * 

\±y       1      |     .                ' 

II                                      *  w       1              | 

/^-)         A        P     A    U-               ^                        W                                                     <*"*>                         ^ 

ii          ^-,         jW  A 

i       r        r  ff*    r  '"      «  QP               5—    *  P  r 

r  K            •      i     P  P 

l^y          ^P^r..,*      f-^    •    r 

h  2 

'r'rr                ' 

17                             I 

i    '       1    i              ' 

re 

V 

/SY 

*r-          '    r^   P  R« 

1  Cx*  i                   1        ^        f*             j^^j         * 

^    *    ST    P    «                     Wr    P  ^ 

^^-^  U                            ^-^ 

i      r        '         '                 r        rJ    •      rj    • 

^p 

1                    ' 

ii 

9  1   i  i       i 

1                 i 

XL  b        W  P 

J  p     i  w                                   i      -    r 

ffn      *^                 2Z  Z2 

r^       *           \    *      <TJ     •       r-j 

\     J                            c?    .          rJ  • 

^    '  J      <<* 

1  1       P    r                r    « 

0m                             0        j*^»   •         r^  • 

H  u                             P 

V       r       0       s^i         0       m     1       ^       f~~"                     I                —      I* 

U  (7   1 

i              e          P  i    r                 i            i 

P 

I'                          1                      - 

re 

/y,«          i 

1              1                       1            1          n 

l^*i         J 

i                                                           r^  *    -     r 

N^b    rJ    •       n   • 

J     rJ    •      rJ     * 
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No.  17.  —  Example  of  a  Four  -Part  Fugue. 

By  CHERUBINI. 


/[     /* 

j                 2-2                   -II 

fen  *•  "                     -fc-D 

rJ                                   *    f 

tiro 

EB                              J^ 

U<!->               r^                 1 

Exposition  of  nineteen 

bars. 

til             i 

H    f\*                  I 

• 

• 

Ir7     I' 

HJ                        V  , 

^-~ 
«     <^> 

~>v 
f°       r^           i 

Hi                            r    i* 

r^    <K     1 

i      •          r^    i 

EZZH         •         r       1 

i*    *    <*r    1 

'                 J 

\\J    \\J                   \ 

i      i      r             1 

i 

lie.      i                           f 

m 

i 

/«")•     1 

;  i 

{&'  /  >                   1 

• 

• 

v^-  |E 

CountersuLject. 


5^r^T- 


JJ^^m 


m 


t 


i^ 

rC 


^ 


^irTY^ 
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Codetta  and  Episode. 


J\                J             J 

,—  • 

-                  •Hr           r    3fl*r 

ten  *                           * 

&  J   3          *^^ 

r    '      1      '      '  '     '              , 

fiE   tfrJ  •           -^  . 

Jtt*   ^> 

«                       -*--^-    -*- 

II    1                   M 

1            f^  *    y        M  Jh^ 

H  "        LU2               ^-» 

J            P>      tt*    P  H 

r 

jkb                                                       "  -^ 

23 

i 

II   / 

1            1       ' 

n 

M 

n                i 

• 

• 

p 

-^  f^  •         -3'     ^^                                               1^-             <^> 

/^y                                     E 

E         n       ^Q 

[^-                1            2 

l           8S 

r^ 

^^ 

1             1 

i 
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I 


a                 r-> 

/^j                j    rj 

O                          ^-J 

\>jy                                         1 

i    • 

.                                 V*-.  _ 

i^             M 

U           |                        ^i 

r 

K*     «   1*1 

r                i*            u5=3 

r^i                         <-~* 

r 

ttf-1    m_  f 

n     rd  •  •  i  of  J  J* 

r    ^            ' 

e 

17                       5^ 

rC» 

M 

[IJ                                             I 

f^> 

i      i 

r   i* 

Ip^                                        ^--j 

^  &  J     2    /•      f"^    * 

JJ 

« 

K           <*o                   J           '-^ 

if*1                    J 

S-  ^*  *    J   * 

i          ' 

*               * 

i  : 

V 

/i*^* 

n 

ic;.                   • 

^ 

^ 

^^ 

i 
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fc        =c 

^     +     0    +- 

,  —  C    --O=pi 

£D  

'  —  r  r  i 

BMBBri  IBB^H^__ 

t7                                                                   .  ' 

r  "T"  "^       f5^^"      ^            — 

4t                            "^ 

LI    1 

«                          r^ 

IK^ 

U     |         1                                    1 

r 

K 

1 

E 

1 

it» 

M     A             lit 

I         ^i       I 

r    r  r 

n   r     P  J    J               i* 

1          m     i     M        ] 

<^>         * 

*  -ttrd  • 

\               JJ   n 

° 

Itc.    i      1                iS.       1 

rJ  •         WM  ** 

i 

*f 

/S^i*     ^"-^      +t« 

•ft.*   '^              i 

|€J'                -Mp     (*        Hr-p 

a 

i*  it*  i*  Br           r-> 

V_x                           H» 

..   c->              -=.  . 

•Pr 

E£  Trrrr rr 


t=tt 


£: 


r  r  r 


O  0 
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[CD 


r • 


1 1 — ' juCx 


f;      P     l-P-H^g 


Counter-exposition  of  eight  bars. 


rJrrr"frtC4f 


i 


6 


22: 
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PTrr^ 


Z=JH^? 


P-hf-   rr   Tpg 


^ 

re 


I 


^ 


3 


V 


2D3C4-    '      i 

r    r   F" 

r^   •      1                       r 

J*  i*  J    r^ 

ifn  r     1 

•       r 

f->         1        rj    • 

ftm   *            * 

15  J  1 

1    i 

Episode. 

•^—  > 

i  i          i»-^» 

f~2                                    ^^              l~" 

^ 

• 

U 

17 

Ix. 
II 

^        <T3              <^>        ~-^                           •^~  "^^                                                   ^ 

H     m                        * 

2   r 

E.  •           r^ 

r^       f^    u           r 

n  f     P    m  1*1 

\            ' 

I                   m    \ 

x  f->       17  "^    • 

17                   r    i 

1     ' 

r      ' 

i 

it.  i     i     tmbi 

1 

1                      i 

/i^'     r^ 

r    *^ 

rj  f^J                              ^-^ 

r-—  •    •                   r~^ 

(€/• 

1     f 

r^         \                m     \ 

^^w'     ' 

...  .  \.   —  '            f...  \  

002 


284 


THE   PRINCIPLES   OF 


yr 

•^    r   LJ 

5 

i            r   P     i 

KD 

1     ^     i     1 

1 

1    i              J  '     i 

V  17 

1               9 

tT 

^•^•p-         r-  **-  *          ^^  

INI 

I   1 

i             '                           i      i^J 

i             r 

P 

^9                                                                                 '^0* 

u 

1                                    ' 

1 

E 

1 

1 

re 

'        N        -p-  *     ~            ~    n 

§Xx—                                  f"^                                                           ^-  1 

^-^                        P                            L 

i     P  «  Pr 

Jft--' 

1            J 

r  P  n 

1        B 

i> 

-N 

m                                                 -P-  *   -            ^ 

/2\«         ^^> 

n>                  r    P 

•^               _                                          r^                                  ^-^ 

r  P  «  pr 

1  Cx«         f 

P 

v    P    m  Pr 

r                         r 

v^ 

i       J    '     1 

r  M 

*                        '> 

X    m                    m        c^ 

r^i                          I] 

1  t*^H  1 

tf    r     P    «  Pr 

r^  •    W    J  ^p 

WT\  1            r   LJ 

i                   *  r  i 

^  u  -  f             UJ 

1                       U 

INI                ^ 

1  1        i            *^r       i 

i               ^2    *           A            ^JE 

Hi                       1 

P  p  Pr 

f^                      ' 

'                        LJ 

P 

ro 

1  I     ^     ^                                                                    ^—  ^        r^^>    •       .^ 

C.    1       r      ^    m 

e               r 

r^         P  « 

H    r^                 r       T-*      j* 

JSHZtHZZJ 

r  r  P  « 

IZ                            i         fife 

1                p 

re                        i         |          TT-  •• 

1 

fti\'     i             '       1*  'S* 

r     J        ^u 

t^—                         *V    P 

LJ        c? 
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y~  ^D 

n    M 

A      P      m                   JJ 

r"  -^ 

^v                                 ^ 

rrn                    *      *  J  * 

M      II 

vU      '                                  * 

J 

II^-SM^ 

1   |                                      I  IC^l  1 

r~*^           ^  —  i 

<^>     •                     »•  p 

H 

p*  •        p  -  «r 

r 

fe 

rrn 

1    i 

[7 

H! 

re                                                                       ' 

U          i       r  j>     p  •        m 

r^           ^  ^                  ] 

grD                            P 

n        J 

r    i*  « 

E     *         PM   P   i 

EZZE3CH3          ' 

r    • 

1  r  4 

rti 

1           1 

1               LI     1 

—  s                                       
^    .^          ^kiC                                                                            ^—  i           -^                     .^ 

/'sv  i    r  i*  r  r 

1                       f"*' 

r  P  «  P               pv 

ICJ'  1               LJ        <^ 

I*   «      J  iP 

i     r             I'-D          r 

r  ^  r 

J     P 

^1                                                                                    ^~\ 

r->                           r   P 

-^ 

f(V\ 

V—  ^ 

^"^           ^^ 

\±\J 

I                              'I 

J 

1  J          i^D 

e*   ^ 

H     P 

r     i' 

_^  —  ^                  ^ 

i 

n 

s* 

u 

,                    ' 

re 

^-^-P^                  ^*TP--P-        -P-    -^-  •          r^" 

li 

,^-j 

r    P    *  Pr                ' 

FT 

r    J 

r  r  n  ' 

r    ' 

II  / 

i     • 

u*1 

1  1  C 

_  ^^r>  .  . 

/S^i* 

—  -, 

f  C^»         j 

r^ 
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No.  18. — Example  of  a  Four-Part  Fugue  with  Three  Subjects,  and 

an  Answer  by  Inversion. 

With  additional  Organ  Accompaniment  figured. 

By  J.  SEBASTIAN  BACH. 
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r 

i 

44-6        658        6 
2  41 


0          6 
5 


06  66 

4  5 

2 


318 


THE   PRINCIPLES   OF 


ZT 

^D             5^ 

r  r 

pnamp 

W  &W     J   i* 

rrn        CZ         <^J 

s        ^i 

i 

LI    *E 

*   i 

V>U 

1 

2      1      1 

1 

3 

-  -  son,           e    - 
A 

-    le    -    -     e    - 
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r  r  i 
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—  S                              x*  

"S 
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A 
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r^> 
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r      1 

[B| 

L.J 
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•v 

^i*  "tt    r^      n<^^> 

A 

i       , 
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^^ 
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1 

tr 

^ 

u 

•~N 
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b 
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a 

2 
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1* 

bb 
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S~ 

A_ 

N 
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V 
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E| 

1 

IP 
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Ej 
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1  J    & 

i         r 
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e  - 

son,     Ky    -    ri 
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-    - 

V 

s~ 

\  ^m~~P    I*                    ~^~      ~f~  Pm  I* 

<jf  _ 

/^\*  if1 
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S*    r 

Bi 

I  C^*  U1 
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^ 
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i 
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i 
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1 

i 

Ky 

ri 
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le    -    -    -    e  -  son,    e-le     
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L 

/^V  J* 
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] 
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^ 
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x^^ 

I                   i      J        '            r 
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3 
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i*  hi 

f      * 

»     r^ 

r-5       ^    ^ 

u 

M  ^          r^ 

1  1  -5  w 

4 

9 

P  r 
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«Ui'  m 
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re 

] 

C 
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A 
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le 
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s, 

\ 

4 

r 

[ 

\ 

£ 
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It 

f 
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r 
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\ 
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lit*    ft 

1 

N 
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A 
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^-— 
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/SY  *lt 

r 

|| 

h«  f 
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iC/»  ^ 

^ 
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Hr 
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^j 
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^ 
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tf                  ^— 

•««. 

4                                           1                                                                                                                      I 

JL_f?            I                                J**~} 

^               1                                        1                1                1                                           1                                                                                                      II 

yj                                       ^-"* 

r  i*b«  i*          brd           J                       r       bJ 

rm       *M  J 

SB      n  * 

«  P  il*~P    «     i*-                 f^"^^»      m    f^        P  m     m 

1  1   >                        W2i* 

r      :&*             r^             i*                  i     ri*'r     « 

M  *    ,rj    •        P*r 

L—  J   i           i     i*                r             '    Lr      r 

n                      L*-1 

17                     ^^ 

i                                              * 

1C* 

IP 

-K           ^ 

w 

IP*                           4^—  ^* 

i^*.«p       it»        r^-^p^u                _^ 

Irf           A     8E§|                  —i 

^i*jpprjf5p                rp  iv->  •      i* 

Zl  ^  i^^ 

r  ^         /        K-4  HZ          i         r          r 

lit*         If         1                      H^^* 

w 

_                                                 -tf«            r-^      P    p 

<^          T-5                   r^                r     «  *r     «       1           i       i 

V^-^ 

f        f                       '    i       r    '      '    ' 

1              1 

-  -  SOD,           e   -   - 

-   le    -    -    e    -    -    -    -   son,                   Christe    e    -    le-e-son,  e  - 

,  —  •""*"          ~"^     -  —                  --•  s  — 
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No.  19. — Example  of  a  Four-Part  Fugue  with  One  Subject,  containing 

Diminution. 
Scored  from  the  "  Wohltemperirte  Clavier/' 

J.  SEBASTIAN  BACH. 
&         Exposition  of  six  bars. 


S\       EZZ 
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^    ^ 
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Subject  varied. 


Z~3CJC__j                \     ->      n 

*                               1 

23 
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^      J  J 

J  S    <-? 

v  J         j*j  rj     J 

P  r    rJ    i*J 
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i 
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i 
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i 
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rd 
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i 

3r 
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, 
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• 
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i 

j 
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,^-J 

rH        •                    *  '         W         J 

"U 

—  ^ 
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J 

2 
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ki  !«» 

| 
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] 
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I 

S 
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1          : 
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j 
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Ifci   it  ^       i 

i 
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J 
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• 

i   i 

I 

J  J                                    J 

W-- 
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1 

J 
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»  0 

4tJ     ^ 
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No.  20. — Example  of  a  Clioral  Fugue  with  Two  Subjects,  and  in 
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No.  21. — Example  of  a  Five-Part  Fugue  containing  Augmentation. 
/ 

By  Dr.  W.  CROFT. 
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No.  22. — Example  of  an  Eight-Part  Fugue  with  Two  Subjects. 
From  an  Anthem  "I  will  give  thanks." 

By  P.  A.  G.  O. 
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Stretto  with  second  Subject. 
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The  two  Basses  are  here  doubled  in  octaves,  to  bring 
out  the  effect  of  the  inverted  augmentation. 
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